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ABSTRACT 
The present thesis is an analysis of reduction, the core translation technique in subtitling, 
from a dual perspective. On one hand, it is a systematic analysis of the percentages of 
reduction in subtitling in different film genres; it is an attempt to establish the extent to 
which filmic characteristics may determine the degree of reduction in a film. This is 
achieved by using subtitle files of English films subtitled into Greek, the mother tongue of 
the present author. On the other hand, it takes on a pan-European perspective by 
comparing European subtitling styles as regards reduction percentages, in order to 
establish whether different national characteristics may affect reduction levels in 
subtitling. 
The thesis provides the necessary theoretical background to screen translation and 
subtitling in particular, as well as a detailed analysis of the subtitling models proposed to 
date in subtitling literature. The advent of DVD and its impact in the subtitling market is 
discussed in the last part of the thesis, thus providing a global analysis of subtitling in the 
215t century from a pan-European perspective. The craft of subtitling on the whole is 
analysed from a multiplicity of aspects, making this thesis a useful guide to subtitling for 
students, practitioners, as well as the interested public alike. 
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One. Introduction 
"Film and television now form the cultural 
medium in which twentieth-century men - 
from the illiterate to the affluent - are 
immersed" (Garrett 1971: 9). 
1.1. RESEARCH TOPIC 
"[T]ranslated films, as mass media, through regular distribution probably reach a 
larger audience than any other form of translation. Yet hardly any systematic 
research has been done on the subject of translated films" (Vöge 1977: 120). This is 
a statement made by Hans Vöge a quarter of a century ago. Recently, especially 
since the beginning of the 1990's, when the notion of a well-defined job of a subtitler 
emerged, research into the screen translation field is promoted, courses on subtitling 
are offered in more and more universities worldwide and symposiums are held on the 
subject of screen translation. Yet, it is a subject that remains raw; a lot is yet to be 
said and various aspects of subtitling, and screen translation in general, are still to be 
researched. Vöge's statement remains largely true even today. 
It is a sad fact that, although in the field of translation there is an abundance of 
publications on the subject of translation theory in general, as well as on each 
different branch of translation in particular, there is no comprehensive theoretical 
framework for screen translation. Publications in subtitling and dubbing are usually in 
the form of guidelines from already practising subtitlers or adaptors, trying to shed 
light on the main every day issues and practical parameters involved in their 
profession, in order to help their younger colleagues. Another common type of 
publication is technical articles on the advances in the area of screen translation, or, 
at best, articles concerning theoretical discussions on the ever-ending argument 
between subtitling and dubbing, i. e. 'Which practice is the better one? ". 
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There are only very few publications that actually deal with the question of what 
exactly goes on in the screen translation process itself, classify the problems one 
encounters or propose/describe strategies towards their solution. Even in those 
cases, the translation strategies proposed, as for example Gottlieb's categorisation 
(see Section 3.5.5), do not always produce a clear-cut definition of under which 
circumstances each strategy should be employed. Furthermore, translation strategies 
focus on the rendition of the textual-linguistic form rather than that of textual 
meaning. The analysis of the issues posed by subtitling in Section 3.4 serves as a 
reminder for the reader that subtitling is not concerned with the translation of the 
source text alone, but of the film as a whole. 
Growing up in Greece, a traditionally subtitling country, I have been exposed to 
subtitles ever since I can remember watching television. This is a tradition that began 
in Greece for economic reasons with the advent of sound in the cinema. It continued 
with television broadcasts, which started in 1966, was put through severe censorship 
over the junta period (1967-1974) and established itself over the years. Up until 1989 
all forms of media were a State monopoly in Greece and the Greek TV stations 
employed in-house subtitlers or commissioned work from private subtitling 
companies. The home video boom in the Greek market in the early 1980s gave a 
boost to subtitling, as foreign productions flooded the market. With the liberalisation 
of the media in 1989, private TV stations began broadcasting, leading to a 
tremendous increase in the flow of foreign programming in Greece in the beginning 
of the 1990s (Papadakis 1998: 65-67). Being fascinated by subtitles ever since I was 
a young child, growing up in a country where subtitling is as much part of people's 
everyday lives as all audiovisual media, I was keen to explore the world of subtitling 
and its principles. 
Reduction, the primary principle of subtitling, lies at the very heart of all subtitling 
work and is the first task people are taught when trained to subtitle. Its occurrences 
have been described by subtitlers and subtitling scholars on several occasions to 
date, however, mainly from a linguistic point of view. Easily omitted items, for 
example, figure in most subtitling handbooks. Reduction owes its significance to the 
space/time constraints of subtitling. Could we pinpoint, however, the filmic 
characteristics that influence the level of reduction a film undergoes when subtitled? 
Could films be systematically categorised and analysed in order to draw more 
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general conclusions as to the above factor? No research has been conducted into 
this effect yet. 
Neither has any research been conducted so far with a view to comparing and 
contrasting subtitling styles at an international level. People talk of different national 
styles of subtitling: the Dutch style of timing subtitles to the onset of speech for 
example, or the French style of timing them to shot changes. We will see how 
different screen translation methods are being used on different occasions, but there 
is usually one that supersedes all and has become established in each country 
(Section 1.3). What are the differences then in subtitling styles in different countries? 
A first step in this direction is to compare the reduction levels in subtitling in different 
countries. The practical relevance of such findings can only be understood in the light 
of the latest technological advance in the entertainment industry, DVD, with the 
subsequent impact it has had on the screen translation industry, as it has been the 
reason for the recent centralisation the market is witnessing. 
These are the questions that I am proposing to examine in the course of this thesis. 
However, it is worth pointing out that, as Grigaravieiüte & Gottlieb succinctly put it, we 
should constantly bear in mind that "in every human utterance form and content are 
inseparable", thus making any distinction between volume and quality in translation 
"fuzzy by nature" (1999: 51). Still, this research project will concentrate on 
quantitative aspects of translation, and subtitling in particular, with qualitative ones 
touched upon only in an attempt to shed light to the quantitative observations made 
with respect to discerning trends. 
Subtitling being a relatively new field of research, with limited available literature, 
combined with the lack of specialised knowledge on the author's behalf when this 
research was initially undertaken, necessitated the use of various research 
techniques. The theoretical part of the research consists of the study of translation 
theory with a view to providing a subtitling model for the linguistic analysis of the raw 
material gathered. Attendance at conferences and symposiums was necessary to 
keep abreast with developments in the field, but free-form interviews and informal 
chats with practitioners of the craft, as well as company directors, were felt to be the 
only way for me to gain a better understanding of the practice of subtitling. This 
process did indeed provide important information quoted in this thesis. With this in 
mind, interviews with employees and directors of the most prominent dubbing and 
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subtitling studios in Greece were arranged (a list of which is provided at the end of 
this thesis) to find out how the process worked in such organisations. Questions were 
directed both to subtitlers/dubbing adaptors themselves, in order to find out about the 
day-to-day practicalities of their profession, as well as to their employers, thus getting 
insight into the overall structure of the organisations these people were part of. I was 
particularly interested in talking about the propositions of the EBU proposal for the 
Standardisation of Dubbing and Subtitling Procedures (see Appendix 1) as well as 
proposed timing settings (cf Dries 1995; Karamitroglou 1998a), as opposed to current 
practices in those studios. I also had various informal chats on the subject with 
subtitlers/dubbing adaptors from other countries (mainly the UK, France, Germany, 
Holland, Spain and Sweden), to the extent this was made possible during the course 
of subtitling seminars and conferences I attended'. The most frequently asked 
question during these interviews when I would introduce myself to non-academics 
and briefly explain to them the subject of my research was how could a theory of 
screen translation possibly exist and how it could have any practical relevance. 
Subtitling (or dubbing), most of them claimed, has nothing to do with theory, it is 
mere practice. 
There was one aspect of this statement, however, that I could not refute: due to the 
limited publications on subtitling and the limited academic courses offered, working 
experience still remains the best way to find out which are the most common and 
appropriate techniques used in any branch of screen translation. To this effect, upon 
starting my PhD, I applied and was accepted for a work placement at AudioVisual 
Enterprises, a large subtitling house in Athens, Greece (June 1997). Apart from any 
educational benefit, this placement increased my passion for subtitling and furnished 
me with the practical skills needed to further my career in the field. Since then, I have 
worked as a freelance subtitler for a number of years, a profession that provided me 
with material for my thesis, on which I was working simultaneously. 
I was later employed full time by the European Captioning Institute Ltd., a subtitling 
company in London and one of the few in the world specialising in multi-language 
subtitling for DVD. It is through my work at ECI that I gained access to the company 
II later had the opportunity to talk to practicing subtitlers as well as subtitling companies from 
all over the world (Canada, China, Egypt, all of Europe, Hong Kong, Israel, Japan, Korea, 
Latin America, Thailand, Taiwan, Turkey, the UK and the USA), as part of my daily 
responsibilities at European Captioning Institute Ltd (London), where I was initially employed 
as Translation Manager and was later promoted to Head of Operations. 
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archives that provided the raw material used for the analysis that takes place in 
Chapter 5 of this thesis, without which my research could never have achieved 
conclusions at a pan-European level. It goes without saying that my methodology 
was to a large extent empirical, as it involved analysing films that were part of my 
every day work. 
As Kelly once said, "the lexical techniques of translation were not discovered by 
modern linguists, [but] merely described" (1979: 155). Similarly, the way I will 
proceed in this thesis is, to put it in a nutshell, by describing the lexical techniques 
applied in the case of subtitling, thus establishing a theoretical framework for 
subtitling theory, which will then be applied to the analysis of the raw data gathered. 
However, before we go into any further detail about the theoretical framework of this 
thesis, it is important for clarification purposes that we first provide a definition of the 
various screen translation methods that exist today (Section 1.2) and also examine 
the geographic distribution of each method on a global scale, as well as the socio- 
political-economic reasons behind this (Sections 1.3 - 1.4). A detailed description of 
the subtitling process itself (Chapter 2) is also necessary in order to understand the 
similarities and differences of subtitling to any other branch of translation in general, 
so as to single out the issues that play an important part in the subtitling process and 
that need to be taken into account when analysing subtitle files. 
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1.2. SCREEN TRANSLATION METHODS: A FEW DEFINITIONS 
Before delving more deeply into the subject of screen translation, a definition of the 
basic terms that will be used is necessary. Screen translation methods are mainly 
divided in two categories, depending on the way dialogue is rendered in the 
translated version: subtitling and revoicing. In the former case, dialogue is rendered 
"diasemiotically", by translating voices using written captions or subtitles, whereas in 
the latter "isosemiotically", by replacing voices with voices, (Grigaravieiüte & Gottlieb 
1999: 41). Revoicing, or in other words "the replacement of the original voicetrack by 
another" (Luyken et al. 1991: 71), is a broad term that encompasses dubbing, voice- 
over, narration and commentary. 
Subtitles as defined by Luyken et al. are 
condensed written translations of original dialogue which appear as lines of 
text, usually positioned towards the foot to the screen. Subtitles appear and 
disappear to coincide in time with the corresponding portion of the original 
dialogue and are almost always added to the screen image at a later date as 
a post-production activity 
Luyken at al. 1991: 31 
In the United States two different terms are used to describe the above: subtitles and 
captions; 'captions' is the term used for Line 21 subtitling, which is the common 
subtitling method used when subtitling for the deaf and the hard of hearing, while the 
term 'subtitles' is used to refer to any other kind of subtitling, interlingual subtitling 
falling into this category. However, for purposes of clarity, the term 'subtitle' will be 
the only one used in this thesis with the meaning provided by Luyken's definition, 
while the term 'caption' will be reserved to denote any "graphic material used in 
television presentation" (Collins 1993: 162), as in, for example, 'Paris, 1990' (i. e. 
burnt-in text that appears on screen and is more commonly referred to as 'on-screen 
caption')2. 
Dubbing is the colloquial term used to refer to "lip synchronization", or "lip-sync 
dubbing" (as well as also used colloquially to indicate the process of duplicating a 
2 Text that is photographed and appears in a film as part of the picture =displays", as Ivarsson 
& Carroll (1998: 4) call them- and has not subsequently been burnt-in on the film print is 
obviously different to burnt-in text. This fact is particularly important as regards textless video 
masters, i. e. a master is considered textless when the 'captions', i. e. the burnt-in text, are 
missing but 'displays' would still be present. 
P. GEORGAKOPOULOU 14 
INTRODUCTION 
tape). A clarification of the all-encompassing term 'synchronization' should also be 
made here, since it actually represents three separate procedures: 
a) Pre-synchronization, or playback, refers to sound recorded prior to the picture, a 
technique mostly used in dance or singing scenes typical of Broadway musicals, 
where the actors have to hear the music while their dance is filmed, or simply 
mouth the lyrics of songs while listening to the original recording. 
b) Direct sound synchronization, where both sound and picture are recorded 
simultaneously; a representative use of this process is the recording of television 
news programmes. 
c) Dubbing, i. e. the process in which the sound is recorded after the picture and is 
then "edited and mixed synchronously to correspond to the image" (Whitman- 
Linsen 1992: 56), is a procedure used both for foreign and native language 
productions as will be explained below. 
Dubbing with respect to screen translation involves 
replacing all, or at least the majority of source language utterances on the 
original sound track with speech and dialogue in the target language. In this 
process particular attention is paid to the synchronization of lip movements in 
order to create the illusion for the viewer that the words emanating from the 
loudspeaker 'belong' to the respective on-screen characters. 
Kilborn 1993: 642-643 
Voice-over, narration and commentary "introduce an additional or substitute 
native-language voice (or voices)" to provide a simultaneous translation of the 
original, whether prepared in advance in the form of voice-over or real-time, or "to 
provide the target audience with some form of explanatory commentary on the story 
being told or the action being screened" (Kilborn 1993: 643). Quite often, especially 
in the case of voice-over, the original voicetrack is heard at the beginning and/or end 
of the speech. 
All the terms defined above will be examined in detail in Chapter 2, with special 
reference to the techniques used in the subtitling process, as well as their 
advantages and disadvantages. Their current use, which is dependant on the 
territory, i. e. country where this process takes place, and programme genre, is 
provided in the following section. 
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It is inevitable that a lot of terms used in the subtitling industry will also be used in the 
course of this doctorate thesis. To this purpose, a detailed glossary of terms is 
provided at the end. 
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1.3. POLARISATION OF COUNTRIES ACCORDING TO THE SCREEN 
TRANSLATION METHOD USED 
1.3.1 Screen translation in Europe 
Screen translation in a country may be used to serve two purposes: either to bring 
foreign films and television programmes to a domestic audience, which is a post- 
production activity of the broadcaster, or to ease the exportation of domestic films 
and television programmes to other countries, which is included in the pre-sales 
marketing process made by the producer. M. Johnson, BBC Head of TV International 
Liaison and Chair of the 1996 EBU Conference in Stockholm, strongly feels that, if a 
producer aspires to selling his/her work to foreign language stations, it is imperative 
that s/he provides the necessary technical and linguistic back-up, which should be 
part of the production stage and not just something one tries to build a reputation on 
in the sales office (1987: 23). This is clearly a process that improves the quality of the 
finished product as a whole, as it takes into consideration from the very beginning all 
aspects of its production. Although this statement is one that subtitlers and dubbing 
adaptors across the world would agree most with, the people that are involved in 
decision-making in cases of film and television productions on the whole still do not 
seem to take this into consideration, making screen translation mainly a post- 
production activity, especially in Europe which accounts for half of the world's 
purchases ("Dubbers and Subtitlers... " 1987: 11). 
Luyken et al. (1991) provide data as to the origins of films and programmes imported 
in all European countries. They state that the major source language for screen 
translation in the eighties in Europe was English, USA being the main export country, 
which is consistent with the data provided in the EBU Review, according to which the 
USA and Canada account for 79% of the world's exports ("Dubbers and Subtitlers... " 
1987: 11). This is understandable, if we consider the status English enjoys today as a 
lingua franca. As such, it follows that it is the first Source Language (SL) in screen 
translation and also that it is used even as a 'pivot' language. In Greece, for instance, 
it is very common at film festivals that master copies of films in unfamiliar (for the 
Greek viewing public) languages arrive with a translation of their script or subtitle file 
into English out of which the subtitling is done. In the Thessaloniki Film Festival, for 
example, a Japanese film may arrive with an English translation out of which it is 
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subtitled into Greek (see Appendix 2- Interview with Ms Efi Kallifatidi, December 
1996). 
After examining the charts included in the book Overcoming Language Barriers in 
Television, it is clear that the next three major SLs for screen translation - with far 
less exports than those in English - are, in order of number of exports, French, Italian 
and German (Luyken et al. 1991: 13-14). According to the same data, Greece is one 
of the largest import countries in Europe, with nearly 82% of its imports being in 
English, out of which 97% are imports from the USA. 
The situation appears to be largely the same today and is likely to remain the same 
in the future, with English being the major SL for screen translation, whereas 
German, Spanish, French and Italian programmes might find a larger export market, 
depending on the nature of the productions and the marketing these will have. In the 
1980s, France made large efforts to win over the American market, which is a market 
that does not include a large French community. In the article entitled "American 
Sales' Language, Barrier", Sophie Jouve analyses the main strategies employed by 
French distributors to achieve this aim. They provide quality dubbing of French 
productions and also resort to double shooting as a workable solution, despite the 
increased production costs. To achieve this, French distributors have even tried 
shooting their productions directly into English and then dubbing them into French for 
broadcasting on French television (1982: 31)! 
1.3.2 The polarisation of countries 
The superimposition of text onto the picture (subtitling) and the replacement of the 
original soundtrack with one in the Target Language (TL) (revoicing - with dubbing 
being the preferred revoicing method) are the two main screen translation methods 
used today. Ever since their appearance they have been extensively used worldwide, 
with preferences developing in each country for one method over the other. 
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Table 1: The "Subtitling Countries" of Western Europe 
and their uses of Language Transfer methods 
Subtitling Voice-Over/ Lip-sync 
Narration Dubbing 
Bý1 53% 9% 11% 
CY 70% 10% 0 
DK 77% 23% 0 
GR 90% 5% 5% 
N 85% 14% 1% 
NL 94% 5% 1% 
P 70% 20% 10% 
S 71% 29% 0 
SF 92% 8% 0 
(1) Figures for BRT Flemish services, 27% of imported programmes are in 
Dutch from the Netherlands 
RTBF figures not available 
Luyken et al. 1991: 33 
KEY 
B= Belgium 
CY = Cyprus 
DK = Denmark 
GR = Greece 
N= Norway 
NL = Netherlands 
P= Portugal 
S= Sweden 
SF = Finland 
This preference for either subtitling or dubbing is particularly evident in Western 
Europe, the world's largest import market. The map of Europe has gradually been 
divided in two: the subtitling countries, on the one hand, which include, in 
alphabetical order, Belgium, Cyprus, Denmark, Finland, Greece, the Netherlands, 
Norway, Portugal and Sweden, and the dubbing countries, on the other, which 
include Austria, France, Germany, Italy, and Spain. Switzerland would normally be 
categorized as a dubbing country - Germany has proved to be a large influence on 
Switzerland in this respect - but it should be mentioned that, besides using dubbing 
(mainly for US films), Switzerland also uses subtitling for European ones, due to 
cost. Great Britain and Ireland do not belong to either category, as their national 
language is English and, hence, they never really faced the necessity to translate 
much film material or develop a large interlingual screen translation industry. Quite 
the contrary, they have experimented with both methods without developing a 
preference for one over the other. However, it should be pointed out that the UK is 
the European country in which Line 21 subtitling for the deaf and the hard of hearing 
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was first introduced in the early 1980s. Today there is legislation in the UK regulating 
the amount of programming broadcast for which subtitling has to be offered as an 
option via teletext. 
Table 2: The "Dubbing Countries" in Western Europe 
and their use of Language Transfer methods 
Lip Sync Voice-Over/ Subtitling 
Dubbing Narration 
A 97% 3% 0 
D 80% 10% 10% 
E 80% 20% 0 
F 90% 2% 8% 
L-1 
100% 0 0 
Source: Broadcasters' information and estimates as % of total foreign 
language output 
Luyken et al. 1991: 30 
KEY 
A= Austria 
D= Germany 
E= Spain 
F= France 
I= Italy 
In Eastern Europe, the situation is somewhat different. Josephine Dries has analysed 
the subject in detail in her article "Breaking Language Barriers Behind the Broken 
Wall" (1994/95: 36). According to the data she provides, several eastern countries, 
namely Poland, the CIS states and the Baltic states, surprisingly use voice-over as 
their main screen translation method in television, even though voice-over is slightly 
more expensive than traditional subtitling. Voice-over in eastern Europe is the 
inexpensive solution used instead of dubbing proper. Broadcasters often employ few 
or even only one actor to speak for all the characters in a film, while the original 
voicetrack may sometimes still be audible in the background. Viewers merely have 
the dialogues read to them, sometimes without even any difference in intonation, and 
any acting quality is being transferred only visually. The percentage of subtitling in 
the total amount of imported programmes in Eastern Europe is even lower than 
dubbing. This is amazing if we consider the less than favourable financial situation of 
most east European broadcasters, which would make, one would think, the less 
expensive screen translation method the most viable solution. The levels of illiteracy 
in those countries, some claim, provide an explanation for this strong preference for 
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voice-over over subtitling, as there is no reading involved in voice-over. In cinema, 
the situation is different with voice-over hardly being used. Most countries employ 
subtitling as their main screen translation method for the cinema, even if their 
preferred method for television is voice-over, and dubbing is also used in some 
cases (Dries 1994/95: 36). In Lithuania, for example, in the early 1990's 78% of all 
foreign-programs on Lithuanian television were voiced-over, whereas 71% of 
imported films were subtitled (Grigaraviciüte & Gottlieb 1999: 42). 
Table 3: Screen translation methods used 
in Central & East European countries 
Television Cinema 
Dubbing Czech Republic 45% Czech Republic 64% 
Hungary 80% Slovak Republic 94% 
Slovak Republic 94% 
Bulgaria 70% 
Subtitling Romania 90% Poland 100% 
Slovenia 62% Latvia 85% 
Romania 100% 
Lithuania 71% 
Slovenia 100% 
Estonia 85% 
Hungary 60% 
Voice-over Poland 100% 
Russia 100% 
Latvia 95% 
Lithuania 78% 
Estonia 95% 
Dries 1994/95: 36 
As for the rest of the world, subtitling seems to be the preferred screen translation 
method in most countries. 50% of the programming of Australia's SBS television 
channel is being broadcast subtitled into English, thus catering for the large number 
of ethnic minorities present in the country. Subtitling as a means to cater for minority 
languages has been employed elsewhere, as for example in Ireland, where certain 
programmes have been broadcast subtitled in Irish since 1996. Subtitling is also 
widely used in Asia. In Taiwan, for example, practically all programmes, with the 
exception of news and live transmissions, are broadcast subtitled in Traditional 
Mandarin due to the differences in the different varieties of Chinese. Subtitled 
cinema releases, in particular, seem to be growing in demand even in countries that 
traditionally use dubbing as their main screen translation method, as for example in 
France, Canada, etc (Ivarsson & Carol 1998: 6-8). 
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1.3.3 Factors affecting the choice of screen translation method 
The current polarisation of countries into subtitling and dubbing ones is the combined 
result of various factors, all of which have contributed, to a larger or smaller extent, to 
establishing the current situation. 
1.3.3.1 Economic considerations 
There are various factors that determine the choice of one screen translation method 
over another. The primary one, as one would expect, is cost. Still, we cannot 
establish a standardised level of cost for either subtitling or revoicing on a European 
level, as costs vary widely from country to country, mainly due to the vast differences 
in labour costs. 
Luyken et al. make a fundamental distinction between two main kinds of costs in all 
screen translation methods: 
a) capital costs, which have to do with the equipment necessary, and 
b) operational costs, which have to do with direct labour costs and the time required 
(1991: 89). 
In subtitling, operational costs represent 75% of total costs, which for an hour of 
subtitled television programme material was 740 ECU3 in 1991 according to facts 
and figures presented in Luyken et al., allowing, however, for great variations 
between countries - 1,500 ECU was considered a realistic market price for subtitling 
one hour of television programme in many countries. Nonetheless, it remains a fact 
that whatever the cost of the programmes purchased, subtitling does not add much 
to the cost of the final screening (Luyken et al. 1991: 95). 
In revoicing, capital costs are the same as in subtitling, but labour costs are much 
higher. One hour of lip-sync dubbed television programme cost an average of 11,000 
ECU in 1991, according to Luyken et al. (1991: 99). An example that reveals the 
great difference in cost from country to country was provided by Mr Nikos Despotidis, 
Manager and Dubbing Director at Sound Studio, a well-known dubbing studio in 
3 All figures in this section are provided in ECU, although this currency no longer exists, as 
this was the currency used for Luyken's study. The figures presented here regarding the 
costs of the various screen translation methods are only to be examined comparatively, thus 
making the choice of currency irrelevant in our case. 
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Greece. When Sound Studio was commissioned to dub a production by Kusturica 
that had previously been dubbed in France, the cost of dubbing in Sound Studio was 
45,000 GDR (nearly 100 GBP) per hour of studio time and the dubbing lasted 22 
days, whereas it cost 250,000 GDR (nearly 550 GBP) per hour of studio time in 
France and the dubbing lasted 44 days (see Appendix 3- Interview with Mr Nikos 
Despotidis, January 1997). 
Voice-over and narration costs are considerably less, since less sophisticated 
equipment is required and fewer people are involved in the process. The average 
cost for one hour of television programme in 1991 was 1,500 ECU in the case of 
voice-over and 1,100 ECU in the case of narration (Luyken et al. 1991: 101). 
Table 4: Unit costs in ECUS') 
for one hour of language transferred programme 
Average Maximum Minimum 
Subtitling 740(2) 1 957 275(3) 
Lip-sync dubbing 11 0004" 24 000 3 460 
Voice-over 1 500 2 500 600 
Narration 
L 
1 100 - - 
(1) Including equipment costs, depreciated over 3 years. 
(2) On the basis of 36 man/hours and 750 subtitles per hour of programme. 
(3) For non-electric equipment. 
(4) On the basis of 15 working days by translator(s)/adaptor(s), sound 
technician(s), a dubbing director and 10 dubbing actors, part-time as 
appropriate. 
Source Industry data, compilation EIM 
Luyken et al. 1991: 105 
Luyken et al. provide figures with reference to the time required for the translation 
and studio work in each screen translation method. Subtitling a one-hour television 
programme takes, according to them, around four working days, whereas dubbing 
the same programme requires between seventeen to twenty-seven working days: 
twelve days for the adaptation and the rest for studio work (1991: 98). The average 
production time for one hour of voice-over or narrated programme is respectively 
between half a day to two and a half days (Luyken at al. 1991: 101). 
However, these figures do not correspond to the ones provided from interviews held 
with subtitlers, dubbers and MDs of subtitling and dubbing studios in Greece. Much 
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to my surprise, most of the subtitlers interviewed claimed that the time needed for 
subtitling a one-hour television programme is one working day, only 25% the time 
estimated by Luyken et al. On the other hand, the time required for dubbed 
productions varies. For dubbing twenty minutes of a cartoon programme in which lip 
synchronization is not strictly respected (see Appendix 3) the studio work may be 
done in as little as one hour. In another case, the dubbing of three-quarters of an 
hour of a children's programme in which lip synchronization was respected was said 
to require up to a week's work in the dubbing studio. Finally, the dubbing of Walt 
Disney productions (one and a half to two hours) in which lip synchronization was of 
extremely high standards required up to a month's studio working time. 
In conclusion, as obvious from the figures presented above, subtitling is about 10 to 
15 times cheaper than dubbing, whereas voice-over and narration have around the 
same average cost. On the whole, if we look at the summarizing chart above 
provided by Luyken et al. (1991: 105), we clearly see that subtitling still remains the 
cheapest method, voice-over and narration being only slightly more expensive. 
1.3.3.2 Television audience's attitudes 
The two tables by Luyken et al. presented above (Tables 1& 2) reveal the prevailing 
television practices in the traditional dubbing and subtitling countries in 1991. The 
result that can be drawn from examining them is that until recently almost no 
flexibility existed in the dubbing countries as to the use of a different screen 
translation method, whereas the little flexibility apparent in the subtitling countries 
can be accounted for by the fact that programmes targeting children that are not of 
reading age have to be dubbed, whereas certain programmes targeting elderly 
people have to be voiced-over or narrated. It has been argued that audiences are 
conditioned to such a large extent to the prevailing screen translation method used in 
their country that, if given an option, this would still be the screen translation method 
that they would choose (Luyken et al. 1991: 38). 
Audience research has been carried out over the years by the European Institute for 
the Media in cooperation with organisations in the UK, the Netherlands, Switzerland 
and Germany, as well as by the Centre d'Etudes d'Opinion in France and Channel 4 
in the UK. The results of these surveys as to audience preferences regarding screen 
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translation methods have also been presented and analysed by Luyken et al. (1991) 
and they can be used to corroborate the previous argument. A summarising table of 
these preferences is shown below. 
Table 5: Preference for subtitled or dubbed versions in France, 
Germany, the Netherlands, Switzerland and the United Kingdom 
as Percentage of the Television Audience 
Country CH D F GB NL 
Version I II 
Subtitled 12 4 18 8 37 82 
Dubbed 57 78 68 73 50 12 
Original 27 9 - - - 2 
No preference - 9 11 15 12 4 
Not Stated 4 1 18 8 1 - 
Total 100 100 115 104 100 100 
Sample Size 1802 2007 1075 1075 3985 639 
Preference for subtitling/dubbing of films, serials, drama 
II. Preference for subtitling/dubbing of documentaries, information 
magazines, news 
Luyken et al. 1991: 113 
KEY 
CH = Switzerland 
D= German 
F= France 
GB = Great Britain 
NL = The Netherlands 
However, one remark relevant to the audience preferences and audience 
conditioning in each country should be made here. In countries where subtitling is 
highly appraised and largely applied, which results in a consequent growth of the 
local subtitling market, the quality of dubbing is relatively low, and vice versa. Since 
an objective comparison cannot possibly be made - and this argument applies to the 
majority of a country's viewers who have not been subjected to a different screen 
translation method by watching television or cinema in another country, where a 
different screen translation approach is applied - this could explain, up to a point, the 
reservations national audiences have for any alternative screen translation method 
(Vöge 1977: 122). The advent of DVD, as will be explained in Chapter 5, now makes 
subtitles accessible to all countries in which a DVD is released, thus reducing the 
effects of audience conditioning. 
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Despite the issue of the prevailing screen translation method in a country, there are 
other factors that affect the audience preferences, such as age, educational level 
and social class. It is only natural, since hearing and eyesight deteriorate with age, 
that the preference for dubbing increases with age, whereas the preference for 
subtitling or watching the original version respectively decreases. Similarly, higher 
education entails a greater familiarity with reading, which makes subtitling the 
optimal solution. It goes without saying that illiterate people prefer dubbed versions. 
The preference for subtitling also increases with the socio-economic level, especially 
since educational and socio-economic levels are highly interrelated (Luyken et al. 
1991: 114-115). 
Finally, the knowledge of foreign languages also influences people's preferences. It 
is undeniable that, if people are able to follow a film or television programme in the 
SL, the original version is the one they would opt for, the subtitled version being the 
other alternative, since they would be able to use subtitles as confirmation devices. 
This realisation can also explain why younger people, who nowadays are given the 
opportunity to learn an increasingly larger number of foreign languages, are more 
likely to prefer a subtitled version, even if their background is a dubbing country. This 
may lead to the conclusion that there is indeed room for change in the current 
national attitudes. 
Grillo & Kawin, in their article "Reading at the Movies: Subtitles, Silence and the 
Structure of the Brain", present the "special amusements" (1981: 26) a subtitled 
production offers to viewers who have a certain knowledge of the original language 
of the soundtrack. They claim that measuring the accuracy of the translation 
provided in the subtitles is an enjoyable experience, additional to that of merely 
watching a film. Viewers with good knowledge of the soundtrack language enjoy the 
transformation of the full version of the soundtrack to the succinct one provided in the 
subtitles. The translation of idiomatic phrases and colloquialisms, as well as the 
euphemisation or censorship of language, has an interest in itself. As Grillo and 
Kawin conclude, "[t]he knowledgeable viewer of subtitled movies is treated to subtle 
but delicious little complexities at such junctures, sometimes experiencing a word in 
several linguistic contexts in addition to its narrative and dramatic context" (1981: 
26). 
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1.3.3.3 Reservation of the hegemonic language and other factors of national 
character 
It is a known fact that, in the past, dubbing has often been used as a means for 
social manipulation and social control. In Italy, for instance, dubbing was first 
adopted during the Fascist censorship (1929-1946), which forbade the use of any 
foreign language in any of the films screened on Italian cinema. The first law passed 
in Italy on censorship dates back to 1913, in the days of the silent film, when 
intertitles were used. This was revised in 1919 and in 1923 to demand that all on- 
screen elements should appear in "good Italian" and this practice continued with 
sound films, which, according to the 1929 laws, could be imported in Italy only if the 
spoken element was eliminated. Laws passed in 1930 required songs to be in Italian 
as well. At the time, Michelangelo Antonioni invented the character of "Clark Costa" 
(a coinage of Clark Gable and his Italian dubber, Romolo Costa) to criticise the 
aesthetic value of dubbing, while at the same time recognising its importance in 
economic (creating jobs) and political terms (censorship). The high level of illiteracy 
in Italy at the time (21.6% in 1931) must also have contributed to the predominance 
of dubbing as the main screen translation method in use in Italy. This practice had 
far-reaching effects, to the extent that no other means of screen translation (including 
subtitling) was, up to date, accepted in Italy apart from dubbing (Guardini 1998: 91- 
93). 
Another striking example of the use of dubbing for reasons of social manipulation 
and control is the dubbing of the television series Magnum P. 1. into German. This 
series has been dubbed twice: once by the German public network ARD and a 
second time by the commercial channel RTL. Magnum, the protagonist in the series, 
is a Vietnamese veteran and has many flashbacks related to Vietnam. In the first 
dubbed version by ARD all these flashbacks were cut and an episode in which 
Magnum was chasing Nazis was completely altered, the Nazis being turned into 
Palestinian agents and the Jews into secret agents. Such changes were frequent in 
post World War II films which contained references to the German past, but the 
result was a complete break-down of the story line in the dubbed version of the film. 
Thus, the dubbed version of Magnum P.!. transmitted by ARD was severely 
criticised, the basis of the argument used by RTL to re-dub the series (Wehn 1996: 
46-48). 
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This is not the case any more; however, other factors related to national character 
have come to the fore. With the unification of Europe for instance, it is feared that 
national languages will slowly start to disappear. This is one of the arguments that 
the advocates of dubbing now use to defend their choice. Dubbing after all was 
initially introduced by the Fascist governments of the 1930s in Italy, Spain and 
Germany, to obtain social, ideological and linguistic standardisation, Mogensen 
claims. In his article "New Technology and the Translator", describes the debate that 
still goes on today. On the one hand, there are those who fear that English is 
beginning to dominate and threaten the existence of national languages and who, 
therefore, support dubbing (1996: 56). Mr Nikos Despotidis, Managing and Dubbing 
Director of Sound Studio in Greece, when interviewed, presented this argument as 
the first and foremost reason that, according to him, dubbing should be applied more 
extensively in Greece, especially considering the large number of foreign productions 
on the Greek cinema and television (see Appendix 3). As Danan put it: 
[d]ubbing, in short, is an assertion of the supremacy of the national language 
and its unchallenged political, economic and cultural power within the nation's 
boundaries. 
Danan 1991: 612 
One such example is Argentina where, in June 1986, a Dubbing Law was sanctioned 
by the Congress, according to which all foreign products to be aired in Argentina had 
to be dubbed; the Secretary of Culture presented this Dubbing Law as an instrument 
to maintain the cultural identity of the country: 
At long last we are in possession of a legal instrument (the law) to preserve 
and defend the purity of the native tongue as a cultural manifest and enforce 
the use of the Spanish language as spoken at the Rio de la Plata on all 
audiovisual media. 
"Actors Welcome... " 1986: 18 
The Actors Guild in Argentina saw this law as the source for creation of many new 
jobs for unemployed actors and actresses. 
On the other hand, there are those who refuse to accept the above claim and who 
object that languages may change by the addition of loan words in their vocabulary; 
languages don't die from loan words, they say, they only die when people stop using 
them (Mogensen 1996: 56). However, since language is very closely bound with our 
sense of belonging to a particular group or nation, at least some attention should be 
paid to this factor. As Kilborn suggests, in deciding on the language conversion 
method it is necessary that one considers the status one's own language enjoys and 
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also the general esteem in which foreign languages and cultures are held in the 
particular language community (1993: 649). 
The opposite view is supported by equally strong argumentation. If we consider the 
fact that television is nowadays for many people the main source of information and 
knowledge as regards their own culture and language, but also for the rest of the 
world, we realise that a quality screen translation method is a vital key to a better 
understanding between countries and people in Europe and the world. One cannot 
easily argue against the fact that subtitling is the ideal screen translation method in 
order to present a foreign culture. Coll supports the view that the "willingness to 
make an effort to watch a film is the key to openness to other viewpoints and the 
appreciation of a foreign film in V. O. [original version]" (1996: 51). He concludes that 
dubbing, where it is done, is an expression of nationalism, since foreign films are 
brought to audiences in their own language, often altered in order to conform to the 
audiences' expectations and cultural values (ibid. 52). As Bakhtin once said, 
language can alienate or liberate depending on the way it is used (Bakhtin as cited in 
Shochat & Stam 1985: 58). 
Another equally significant issue that arises here is that of migrant minorities which 
exist in many countries. In Europe in particular, there are several million migrants 
who live in countries where their mother tongue is neither used nor understood. The 
countries of origin of many of these migrants may also be member states of the EU, 
such as Greece, Italy, Portugal and Spain. Such people living away from their homes 
and their linguistic communities need at least some information, education and 
entertainment in their own language. This need is even more compelling for the 
children of the migrants so that they practise their mother tongue, as migrant 
languages have the tendency to die out (Luyken et al. 1991: 28-29). 
Several suggestions have been made by Luyken et al. for the case of migrants, 
depending on the prospective audience of the programmes broadcast in host 
countries. According to them, when programmes are broadcast in a host country 
especially for its migrants and the original soundtrack is in their native language, it 
should naturally be retained with a translation in the main language of the country 
provided in subtitles, so that the main linguistic community of the country does not 
feel left out; this tactic may also help the development of a better understanding 
between the two communities and the improvement of their relations. The greatest 
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benefit from this tactic will be derived by the children of the migrants, who will find an 
opportunity to improve the knowledge of their ancestral language, which is rarely 
perfect in the second or third generation of migrants (Luyken et al. 1991: 136). This 
practice is currently followed in Australia, for instance, where SBS programming in 
over 60 languages is broadcast subtitled in English for the benefit of the large 
migrant communities of the country (hht: //www. sbs. com. au/sbscorporate/index 
html? id=374). When it comes to programmes with an original soundtrack in a third 
language, which are, nonetheless, transmitted for the minority community, the screen 
translation method recommended is revoicing in the minority language with subtitles 
provided in the majority language, the reasoning behind this choice being the same 
as above. Finally, foreign programmes that are revoiced/dubbed in the main 
language of the host country should also have closed-captions on teletext for the 
ethnic minorities, in case they need help to understand the dubbed programme 
(Luyken et al. 1991: 136). 
1.3.3.4 Suitability to different programme genres 
It may be argued that certain screen translation methods are more suitable for a 
particular programme genre than others and that a programme-linked approach 
would be more preferable if adopted by countries that apply, almost indiscriminately, 
one method for all their television and cinema productions. Therefore, the following 
presentation of different programme genres, partially adopted from Luyken et al. 
(1991: 129-137) is intended to stress the particular characteristics that would render 
one screen translation method more applicable in their translation than the others. 
Furthermore, Luyken et al. stress that the function, the content and the form of the 
programme are not the only factors that determine the suitability of the screen 
translation method used. In this respect, more important factors are the relationship 
between language and content and the degree to which the language element 
determines the authenticity of a programme (Luyken at al. 1991: 136). 
1.3.3.4.1 Drama 
This category includes programmes from serious theatrical productions to feature 
films and soap operas. Drama productions do not all share the same purpose. Some 
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of them aim at entertainment and relaxation, in which case dubbing should be used, 
so as not to burden the audience with the extra effort of reading subtitles. However, if 
a production is to be seen as a cultural experience, this aim is not fully achieved 
unless the original language is preserved and subtitling becomes the optimum 
solution. The problem that immediately arises from this differentiation is that of 
categorising a drama production under entertainment or culture. Shakespeare, for 
example, is one of the world's greatest dramatists, but his plays are also highly 
entertaining. In this case, priority should be given to the most important aspect of a 
production and a decision should be taken accordingly; thus, in the case of 
Shakespeare, dubbing should be avoided. 
1.3.3.4.2 Entertainment programmes 
Similarly, entertainment programmes which offer visual and musical entertainment 
should preferably be transferred with off-screen commentary. Subtitling does not 
help the audience relax and enjoy the programme, so it should be limited to the 
cases where the person speaking is seen on the screen. However, in television 
broadcasts of opera, subtitling is the best solution to ensure that the dramatic content 
of the opera is perceived by the viewers (Maycock 1986: 11). The only compensation 
that can be made for the fact that the audience will have to read the translation 
instead of just enjoying the opera is the use of subtitles that fade in and out in order 
to follow the rhythm of the music, a technique used by SPK, a subtitling studio in 
Greece, for instance. 
1.3.3.4.3 Sports programmes 
The best screen translation method for sports programmes is the one internationally 
adopted for obvious reasons, that of off-screen commentary. Information concerning 
the names and characteristics of the players as well as statistics may be provided in 
internationally understandable subtitles. 
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1.3.3.4.4 Cartoons, animation. puppet shows and other children's programmes 
The most worldwide popular and adopted screen translation method for children's 
programmes is dubbing. This choice is based on the age of the intended audience, 
who may not possess reading abilities as yet. Furthermore, cartoons and animation 
programmes usually involve the use of bright colours and frequent frame changes 
that hinder subtitling. 
Although this argument is very rational and most countries, even ones with strong 
subtitling traditions such as Greece, comply with using dubbing for their imported 
children's programmes, an interesting comment was made by Mrs Kiki Politi, a 
dubbing adaptor, who has written most of the adaptations of Walt Disney productions 
into Greek. Mrs Politi realises the necessity of dubbing cartoons for children, but 
often feels that it is a pity to dub classic cartoon voices, such as Mickey Mouse and 
Donald Duck (see Appendix 4- Interview with Mrs Kiki Politi, January 1997). 
1.3.3.4.5 Educational programmes 
The choice of screen translation method for educational programmes largely 
depends upon the aim of the individual programmes, which may be different for the 
TL country from those of the SL country in which the programme was produced. The 
main criterion for the selection of a screen translation method here should always be 
the age of the intended audience, which is interrelated to the level of its reading 
ability. On a secondary level, other things may be considered too. If animation is 
used in the programme, narration would be the most suitable solution. If, instead, 
dramatisation is used, subtitling and dubbing should also be considered. If, finally, 
the purpose of the programme is to teach a foreign language, the original language 
should be kept, but the explanations should be revoiced in the target language. 
1.3.3.4.6 Information programmes 
At first, a distinction between the various types of information programmes should be 
made: news programmes, documentaries, and science and arts programmes are the 
three main categories of information programmes that exist and different approaches 
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of screen translation should be used according to the characteristics of each 
category. If a news bulletin is broadcast in another country, subtitles would probably 
render all the necessary information; an exception could be made for interviews or 
statements, which are usually voiced-over, as this is the only possibility due to the 
time constraint present in the case of news. 
In current affairs or documentary programmes the cultural factor should determine 
the screen translation method selected. Subtitling is the best solution if the subject of 
the documentary concerns the producing country, so that the cultural identity of the 
programme is retained. If, however, the subject of the programme concerns a 
country other than the producing one, revoicing may also be used. 
Finally, in the case of science and arts programmes, in which off-screen narrations 
are commonly used in the SL version, narration is still the preferred translation 
method in the TL. However, when these programmes include on-the-spot interviews, 
subtitling should be preferred for those sections, if important information is not 
omitted, so that the personality of the interviewee is better projected. 
The above reasoning also applies to ethnographic films (which fall into the 
documentary category) that are revoiced. According to MacDougall, even if the entire 
film is revoiced, it is important to subtitle the interviews present in it; this way the 
people interviewed achieve an individuality and complexity found both in fictional 
characters and in real life ones and are not turned into archetypes, which would 
happen if their interviews were narrated by an off-screen narrator (1995: 83). 
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1.4. DVD: A NEW ERA IN SCREEN TRANSLATION 
"Dubbing and subtitling techniques to make films and television programmes 
comprehensible in foreign languages have, of course, been well established in 
Europe [and in the world] since the advent of cinema and television" (Luyken et al. 
1991: i). The situation described in the previous sections outlines the screen 
translation trends that have developed and dominated the screen translation scene in 
the 20th century. Further details as to the technical requirements of the various 
screen translation methods, subtitling in particular, will be examined in Chapter 2. 
The end of the 20th century was marked by increased interest in the subject of 
subtitling, a craft previously flourishing in smaller countries, often lacking the 
infrastructure to undertake dubbing. The globalisation of communications and 
audiovisual media in general has led to an increase in the demand for film releases in 
their original language. Subtitled cinema releases are becoming more and more 
popular. In France, for instance, a main dubbing territory, up to 50% of film prints 
were distributed with subtitles in 1998, whereas only a few years ago this percentage 
was much smaller (only two or three prints were subtitled for art house audiences for 
every 95 dubbed copies distributed for mainstream cinemas). Subtitling for the deaf 
and the hard of hearing via teletext has also increased dramatically in the past few 
years. This is partly due to effective lobbying by associations dedicating their work to 
people with hearing disabilities that has led, in some countries, such as the UK, to 
legislation imposing a percentage of the programming broadcast to be subtitled. 
Subtitles are also on the increase in film festivals, whereas the subtitling market is 
said to have "mushroomed" over the last few years (Ivarsson & Carroll 1998: 2). 
At the same time, in the mid-1990's, a major technological advance took place with 
the appearance of DVD, a medium that has the capacity to encompass a multiplicity 
of audio and subtitle streams on a single product. This fact resulted in considerable 
changes in the production procedures used as regards screen translation and it is the 
belief of the present author that this development will change the face of screen 
translation in the 21st century. Early signs of this already become obvious when 
examining DVD subtitle streams of current productions. This will be the focus of the 
analysis in Chapter 5 of this thesis. 
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Although this research is meant to concentrate on the linguistic analysis of the TL 
versions in relation to the SL ones both in the pre- and post-DVD era, it is expected 
that a mere linguistic approach would not be enough to explain the reasons behind 
any past or present trends. Thus, as Catrysse suggests, we should "include the 
notion of translation - which is often too linguistic - into a more global audio-visual 
and communicational approach of translation and adaptation" (1996: 20). It is rather 
a functional approach that will provide the answers as to the questions regarding the 
macro-level functions of subtitling strategies, as it "can deal with changes, since it 
considers the functioning of phenomena as historically dynamic" (Catrysse 1996: 20). 
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1.5. CONCLUSION: A BRIEF ANALYSIS OF THE CHAPTERS TO FOLLOW 
To conclude this introductory chapter, it is important that a summary of the chapters 
that will make up the main body of this thesis is provided for the benefit of the reader. 
The present thesis sets a theoretical framework of screen translation and, in 
particular, subtitling both in the pre- and post-DVD era, in order to examine reduction, 
the core translation technique in subtitling. This cannot simply be done in the strict 
sense of the traditional linguistic factors, but the "surrounding communicational 
components of total communication" (Catrysse 1996: 20) also need to be taken into 
account. Thus, the structure of the thesis will be as follows: 
> In Chapter 2, the technical requirements of subtitling, as these have 
developed throughout screen translation history, will be analysed. It is 
important that these are understood before any theoretical discussion is 
attempted, as subtitling, like every other screen translation method, is highly 
dependant on technical restrictions that inevitably shape the translation 
strategies applied at the linguistic level. The pros and cons of subtitling will 
also be analysed (in relation to revoicing), as this will exemplify how 
translation strategies work better (or worse) within a subtitling environment. 
> Chapter 3 is an analysis of the theoretical background of screen translation 
from its roots in general translation theory, a literature review of existing 
subtitling-specific publications, through to the few screen translation models 
that have been proposed to date. The chapter will conclude with the 
presentation of the linguistic model that will be followed in the analysis that 
will take place in Chapter 4. 
> Chapter 4 presents the examination of the raw data taken from subtitle files of 
English films that have been subtitled into Greek by various subtitling studios 
in Greece, either for their theatrical (i. e. cinema) or video release, or for 
television broadcasting. The analysis will be made on the basis of the 
linguistic model presented in Chapter 3 and the aim is to draw conclusions as 
to the reduction percentages applied in relation to film genre. 
P. GEORGAKOPOULOU 36 
INTRODUCTION 
> In Chapter 5, an analysis of DVD as a medium will be made, in order to 
establish the reasons why this technological advance might have such an 
important impact in the face of subtitling in the 21st century. Subtitle files will 
again be examined, this time on a European scale, corroborating or refuting 
previous findings and providing further insight in the analysis made earlier on 
as regards the polarisation of countries into subtitling and dubbing ones. A 
functional approach will be used to put these findings into perspective and 
draw conclusions as to the impact the advent of DVD may have on screen 
translation and subtitling in particular. 
> Since the use of subtitling terminology throughout this thesis will be 
unavoidable, a glossary of the main terms used has been compiled for the 
use of prospective readers of this thesis, who might have different 
backgrounds, from the linguistic to the more technical subtitling-wise. This is 
found at Chapter 7 of this thesis. 
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Subtitling Industry 
Before we delve into the analysis of the theoretical framework of subtitling (and screen 
translation) established so far through a review of the literature available to date 
(Chapter 3), it is imperative that the medium of subtitling itself is presented in detail to 
the reader, as it is the technical requirements of subtitling that underlie the difference in 
strategies employed in this particular translation genre. In this chapter we will analyse 
subtitling from the moment of its appearance, early in the 20th century. We will begin with 
a brief overview of the history of screen translation and subtitling, in particular, followed 
by an analysis of the process of subtitling itself, its advantages and disadvantages, as 
well as a detailed account of the integration of text and film that is necessary in 
subtitling. 
2.1 HISTORY OF SCREEN TRANSLATION 
Man has always been fascinated by the interrelation between images and words and this 
goes way back in human history. Even in the ancient Greek era, it was customary that 
engravings or paintings were accompanied by 'titles' in the form of 'captions' used to 
indicate the main topic of each work of art. In the field of painting, it is a common 
tradition among painters to give titles to their works, indicating the theme of their 
paintings -a very useful tradition in itself as the theme of a work of art, especially 
abstract art, is not always clear at first sight. Some painters have even created series of 
paintings that, if seen in the correct order, narrate a story; their captions are once more 
used as indicators of the action that is described in the paintings. One such painter and 
engraver, for example, is the Englishman William Hogarth (1697-1764) who became 
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well known for his series of paintings, such as the one entitled "Marriage ä la Mode" 
(1745) describing the stock but timeless 'boy-meets-girl' motif and which is currently 
exhibited at the National Gallery in London. 
The invention of photography in the 1820s by the Frenchman Joseph Nicephone Niepce, 
allowed people to record real-life images onto plates. The tradition of using captions for 
images continued with photographs and stories were told through this medium as well. 
Finally, in 1888 George Eastman invented the first Kodak camera and it was in 1889 
when he "launched the first commercial celluloid roll film, 70mm wide, the raw material 
which was to make the movies possible" (BFI 1997: 4). 
In the The Hutchinson Softback Encyclopedia we find the following definition of motion- 
picture photography: 
Motion-picture photography uses a camera that exposes a roll of film to a 
rapid succession of views that, when developed, are projected in equally 
rapid succession to provide a moving image. 
Hutchinson Softback Encyclopedia 1996: 681 
These moving images were initially used to describe everyday events, but later acquired 
complete (in the Aristotelian sense) plots, with a beginning, a middle and an end, and 
had a language of their own. 
Since the usefulness of an extensive study of the subject of screen translation has 
already become clear from the introduction of this thesis, it is only logical that this study 
begins at... the beginning! The development of moving images - which entails an entirely 
new language in itself - and the use of words are also interrelated. A brief overview of 
the history of the cinema is thus considered relevant, in order to better understand the 
birth and subsequent growth of all screen translation methods. Early practices will be 
mentioned and explained until the appearance and use of screen translation methods as 
these are known today. 
2.1.1 The Silent Film Era 
Cinema as a medium first appeared in the mid-1890s, but its invention cannot possibly 
be accounted for through one single source. The technology of motion pictures was the 
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result of accumulated contributions from various countries, mainly from the United 
States, Germany, England and France. The first commercial showings of moving 
photographs were in 1894 and the first Kinetoscope parlour opened in New York on 14 
April 1894. 
The film_industry expanded at the beginning of the twentieth century, around 1905. Films 
grew longer, as compared to the first films that often consisted of single shots, their 
stories were more complex and they were accompanied by live music and, in some 
cases, sound effects. Cinema was obviously influenced by theatre, but film is not 
theatre; it gradually developed a language of its own. Although early twentieth-century 
films achieved great popularity, their audiences often had problems understanding their 
narrative. Filmmakers experimented with various techniques, such as editing, camera 
framing, etc., in order to use film language creatively and make the action in a film more 
comprehensible. One of the main techniques adopted was the use of intertitles 
(Thompson & Bordwell 1994: 39-40), which first appeared in 1903. 
All the words appearing in a film are there to serve a particular purpose and they can be 
categorised accordingly. G. W. Cushman in his book How to Title Home Movies 
successfully distinguishes four types of titles in a motion picture: 
1) the main title, which before 1905 was the main source of information as to the 
action in the narratives of the simple films projected, 
2) the credit title (which is self-explanatory in terms of meaning), 
3) the subtitle, and 
4) the end title (1940: 3). 
The term 'subtitle' was used in the silent film era to refer to written phrases shown 
against a black background and inserted between the appropriate scenes in the film, 
also known as 'intertitles'. This is the term that will be used from now on to avoid any 
confusion with subtitles as the latter are used in the sound film era. Intertitles can be 
further divided according to their use into: 
> explanatory titles, which provided information about the 'how' and the 'why' 
something happened in the film, 
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> informative titles, which gave information about the 'where', the 'when' and the 
'who', 
> emphatic titles, which drew attention to a particular detail, and 
> spoken titles, which provided the exact words spoken by the characters in the 
film (Cushman 1940: 7). 
The first three types of intertitles were placed at the beginning of a scene, whereas the 
spoken titles, after experimentation, came to be placed right after a character had 
started speaking, to ease spectators' understanding of the scene. 
When films of the early silent era were distributed in different countries, the problem of 
language transfer was negligible: the only title in the film that needed translation was the 
main title, as intertitles did not exist then. Even when intertitles came into existence, the 
problem was easily overcome. The original intertitles were translated into the language 
of the target audience; the translations were then drawn or printed on paper and filmed 
to take the place of the original intertitles in the film. These intertitles were not subject to 
restrictions of time or space. Each one was a separate frame in itself with no image 
added to it, so that it was possible to insert as much text and as many frames as 
necessary. It could also be left on screen for as long as it was desirable, so even the 
slowest viewers could easily follow it. The viewers read the intertitles in their own native 
language and imagined the dialogues of the characters in a film in their own language as 
well. Their only hint as to the origin of the film they were watching remained the film's 
setting. 
2.1.2 The `Talkies' 
The introduction of sound into film dates back to 1927, when, on October 6, the film The 
Jazz Singer was released by Warner Bros. It became a great success and, thus, the 
'talkies' were born. The earlier use of accompanying music was now under the complete 
control of the producers. Filmmakers were originally afraid of the impact the advent of 
sound would have on the film's style or, in other words, that there would be a shift from 
image to words as the main plot-carrying elements in a film. There were even directors, 
such as the German Friedrich Wilhelm Murnau (1888-1931), who simply refused to 
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make sound films. Soon, however, most filmmakers overcame their inhibitions and 
sound spread to all countries. 
Still, another problem came to puzzle the filmmakers. Producing countries would no 
longer be able to export their products, because of the language barrier that had been 
created with the advent of sound. The "masking effect" of silence as to the national 
origins of films was now lost. Audiences were disillusioned as their favourite stars no 
longer 'spoke' in their own native language, but in another, often 'strange-sounding', 
language that they could not identify with. France's favourite comic star, 'Chariot', 
suddenly became an American and Greta Garbo had a Swedish accent. Film as an 
international art was in danger, since the "visual Esperanto" of silent films, with all the 
cross-cultural codes it carried, was now lost. A hostile attitude towards sound cinema 
was developed because of this foreign-language element it introduced and cinema was 
perceived as a colonialist technique (Schochat & Stam 1985: 46). 
The first solutions proposed to this new problem included the screening of films with no 
translation, which at first was successful, since sound was still a novelty and the "revue" 
musicals produced in Hollywood mainly consisted of musical numbers, that could easily 
be enjoyed without any knowledge of English. Translating the original dialogue and re- 
recording all the music (the mixing of sound was not possible in these days) was costly 
and, as it proved, ineffective. Thompson and Bordwell mention several other early 
unsuccessful attempts: subtitles were added to the picture, but were initially rejected as 
a distraction; the dialogue was eliminated and intertitles were used as a substitution; 
even the use of a voice-over narrator to explain the action was proposed (1994: 229). 
Finally, producers decided to produce 'multilingual films', i. e. to re-shoot a film in more 
versions, using foreign actors speaking the native language in each version. Naturally, 
actors with proficiency in more than one language were in great demand. Sometimes, 
especially in the case of comedians, the original actors were used, even though they 
could not speak the language; the latter recited their roles in the target language 
phonetically on a location near the camera, out of view. This is how the French version 
of Laurel and Hardy was shot (Lacourbe 1977: 44). To underline the seriousness with 
which this technique was approached, it is evidence enough to mention the efforts of two 
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major American companies: in 1929, MGM started a programme of multilingual 
production, making French, German and Spanish versions of English films, and 
Paramount set up a studio in France, near Paris, in the same year to make multilingual 
productions in fourteen languages. After two years of experimentation with the method of 
multilingual productions, it was apparent that the profits made from the audiences for the 
versions produced could not justify the original expenses and the idea was abandoned4. 
Finally, by 1931, mixing sound techniques were refined and so were the methods of lip 
synchronization. Subtitles were also more widely accepted and by 1932 these had 
become the two dominant methods of screen translation, still remaining in use in our 
days (Thompson & Bordwels 1994: 229-230). 
4 However, it should be noted here that this multi-take method, which was abandoned due to cost 
factors, is again in use today. The development of the electronic camera and the editing facility of 
videotape have facilitated the process, which has now become cost-effective, and, as a result, is 
in use in multilingual co-productions (Luyken et al. 1991: 30). 
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2.2THE PROCESS OF SUBTITLING 
All screen translation methods involve the translation of an SL text into the TL. However, 
to better apprehend the uniqueness and difference of these translation methods, and 
subtitling in particular, from translation as traditionally known, it is of great importance to 
understand first the technical constraints that underlie them. This section will be an 
analysis of the technical processes involved in subtitling. 
It should be noted that the following analysis is not extensive and it is offered only as a 
rough guide to understanding the procedures. The various stages described are not 
always followed in the particular order in which they are presented and some may not be 
followed at all. In 1987, the European Broadcasting Union (EBU) adopted a resolution to 
establish European standards on subtitling and dubbing (see Appendix 1- "Towards a 
Standardisation of Dubbing and Subtitling Procedures" 1987: 31). However, these 
standards are not always met, since the attention devoted to each procedure largely 
depends on the schedule and standards of each particular studio and also on the 
equipment available. Practices differ not only from country to country, but also even from 
studio to studio. 
The information presented here has been compiled after visits to several subtitling 
studios mainly in Greece and also in the UK, interviews with the managers of these 
studios as well as the people involved in all the stages of production; also, after careful 
study of relevant literature (English, French and Italian) of screen translation practices in 
order to acquire a more global understanding of the subject, by comparing current 
practices in countries throughout the world. 
2.2.1 The Subtitling Process in the 20t" Century 
Subtitles did not die with the advent of sound in the movies, as was originally thought. 
Instead they have grown and matured and they will always exist for as long as we need 
to "add words to the picture on the screen" (Happe 1979: 19). In the 20"' century, with 
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the invention of teletext and the latest developments in the subtitling for the deaf and the 
hard of hearing, it seems absurd to have ever thought that titles would cease to exist. 
The subtitling process has roughly followed the same steps, especially as the work the 
subtitler has to do, throughout the 20th century. But there is more to subtitling than 
merely translation, as will be shown by the outline of the subtitling procedure described 
here. Luyken et al. (1991) have described the subtitling process in five distinct stages 
and this classification will also be followed here. 
2.2.1.1 Stage 1: Preparation 
The distributor, or programme-maker sends a master videotape or film reel to the 
subtitling studio and videocassette copies are made from the master tape, so that the 
latter is left intact. These copies are the ones that will be used in all subsequent stages 
and they should have a timecode recorded on them. The timecode format includes four 
numbers (e. g. 10: 49: 53: 17), which refer to hours, minutes, seconds and frames 
respectively. In the case of film reels a timecode is not used, but the reel is measured in 
frames per foot of film; a frame counter is used instead. 
The master videotape, or film reel, is or should be accompanied by a post-production 
script, i. e. the final script of the film after any alterations have been made, or at least a 
dialogue list and, ideally, a glossary with cultural and linguistic information regarding 
words and phrases that are included in the script. The latter recommendation is included 
in the EBU proposal made at the EBU Conference that was held in Stockholm in 1987 
(see Appendix 1). This recommendation, however, is not followed in Greece or in many 
other countries, since distributors usually fail to recognise its importance. 
There are often cases when a post-production script is not available either. Instead, the 
distributors may provide subtitling studios with pre-production scripts only, so any 
changes made during the actual production do not appear in the script. The situation is 
much worse at film festivals, where it is common for a film reel to arrive with no script at 
all! It is then imperative that the film or programme is transcribed, a process which 
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becomes overly tedious when the language spoken in it runs too fast or when the 
soundtrack is not of good quality. 
2.2.1.2 Stage 2: Spotting and Timing 
Spotting is an important step in the subtitling process, before the actual translation is 
carried out. Based on the timecode, the person who does the spotting, who may or may 
not be the subtitler him/herself, will note the times at which the subtitles are to appear 
and disappear. In the case of film reels, the in and out cues of the subtitles are decided 
based on the measurement of the film in frames per foot. Timecodes that correspond to 
a shot or scene change are often noted too, since the subtitler should respect them. 
Long pauses may also be noted for the preceding subtitle to be granted extra running 
time if needed. Thus, a spotting list is compiled. The purpose of this activity is that the 
spoken text is condensed within the time provided in the film, i. e. the time is `spotted' 
and translated into a subtitle having the above duration and containing the 
corresponding amount of characters. This activity was initially undertaken by 
technicians, who had little or no knowledge of the original film language in some cases, 
but was later carried out by experienced subtitlers/translators. 
The result is more natural if the film is seen and absorbed first as a whole, so that it is 
easier to determine the degree to which the dialogue is essential to the continuity of the 
film. It is important that spotting, although a technical operation, is done by a person who 
is familiar with both the source and the target language, so that s/he will have a feel for 
correct timing. Timing is something more than simple 'spotting', since, when it is done 
right, it "can re-enforce a dramatic or comic moment and can maintain the pace of a 
program" (Manzoufas 1982: 17). It is true that bad timing is most disastrous in comedies 
and this was understood very early in the history of subtitling. In the article entitled "The 
Art of Subtitling", that appeared in the April 1948 issue of the British Film Review, it was 
stated that if an audience ends up reacting to a humorous episode too early, too late, or 
not at all, "an alien force inserts itself between the section of the audience enjoying the 
original version, and the section, at least, partially dependent on the English text" and 
this can be a disturbing factor for the audience (1948: 10). 
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Di Chiera expands on the subject of timing: 
Good timing allows the viewer to subconsciously anticipate the next subtitle. 
Indeed, when subtitles match up the rhythm of the dialogue, it is possible for 
the audience to become so absorbed, that it creates the illusion of 
comprehending the language itself. [... ] Effective subtitling [... ] can result in 
similar responses to those in watching 'normal programming' (where there 
are no subtitles and the language is understood by the reader). 
1985: 31-32 [my italics] 
Finally, Andriaan van der Weel refers to both timing and blocking5 as "the single most 
critical aspect in subtitling", since they can make subtitles appear less artificial and 
increase the audience's understanding of the film (1990: 25). 
Jan Ivarsson, in his effort to establish a rule of thumb as to the time for which subtitles 
should remain on the screen, proposes that the minimum time should be 1.5 seconds for 
a short word, maximum four seconds for a full one-liner and six to seven seconds for a 
full two-liner (1992: 39). Naturally, in children's programmes aesthetic considerations 
may be sacrificed and subtitles may be left on the screen for a slightly longer period of 
time than the current practice (Manzoufas 1982: 17). Most European countries claim 
they abide by this six-second rule, but in practice it is difficult to do so. In Greece for 
example (as well as in many other countries), very few subtitling studios follow this rule, 
because this would often require considering the dialogue to a larger extent than is 
advisable. Thus, subtitles are commonly left on the screen for a minimum of one second 
and a maximum of four seconds. A lot of studios employ a varying approach depending 
on the target audience of the programme to be aired. When the programme is intended 
for younger people, who can usually read faster, this reduction of the on air value of 
subtitles does not pose a serious problem; when, on the other hand, the target audience 
mainly consists of older people, the on air value of the subtitles increases. 
2.2.1.3 Stage 3: Translation 
This is the stage where the actual translation process for the creation of the subtitles 
takes place. It may happen that more than one individual is involved. In an ideal 
s Blocking: "breaking up the flow of words into separable subtitles and - when applicable - into 
two lines within a subtitle" (Van der Weel 1990: 25). 
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situation, a translator is first used to provide an accurate translation of the SL dialogue. 
This person should be a native speaker of the SL, so that it is easier for him/her to detect 
wordplay, cultural allusions and dialects. Then, a second person, the subtitler, who must 
be fluent in the TL, writes the actual subtitles with the help of the first translation, making, 
at the same time, all the appropriate decisions as to how to reduce the text so that it fits 
in the subtitle format. In reality this distinction is not always followed. In Greece, for 
example, an initial translator is not employed by subtitling studios; all the work is done by 
the actual subtitler, who may, in exceptional cases, have to subtitle a film 'audio', i. e. 
without having a script, or even a transcription of the script. However, this practice is 
acceptable, as long as the subtitler is fluent in both the source and the target languages. 
Each subtitle has a maximum of two lines, except subtitles in bilingual or multilingual 
countries (e. g. Belgium, the Netherlands, etc. ) where three or four lines may be used, 
with an average of 30 characters per line. Luyken et al. state that the maximum number 
of (Latin) characters per line of subtitle is between 32 and 40 for a 35mm film (most 
commonly used in television broadcasts) and between 24 and 27 for a 16mm film (1991: 
43). In Greece, subtitles are usually 30 characters long for a 35mm film, but there are 
variations. Mr Roussos, a senior Greek subtitler at Cinematyp, with over 35 years of 
professional experience, has presented some very interesting views on the subject: he 
considers the ideal number of characters for a subtitle to be 26; he also finds subtitles 
used abroad too long and the font used too small, which makes it difficult for the 
audience to follow them (see Appendix 5- Interview with Mr Antonios Roussos, January 
1997). Today's advanced systems provide the possibility of proportional subtitling, i. e. 
with no specific number of characters, and with any choice of font available in Windows, 
making the possibilities allowed to the translator and the producer far greater. Closed- 
captioning subtitles are still only allowed 32 characters per line. The complexity of the 
subtitler's decisions regarding the writing of subtitles will be examined at a later point. 
2.2.1.4 Stage 4: Insertion of subtitles 
The spotted subtitled text is then viewed together with the videotape of the film on 
subtitling software in order to detect any errors in the synchronisation, the display and 
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the text of the subtitles, which are then amended accordingly (Luyken et al 1991: 58). If 
subtitling has been done electronically, correction is much easier in comparison with the 
other methods of film subtitling. Before the final copy of the film or programme is made 
for screening, the approval of the customer/distributor may be required. 
2.2.1.5 Stage 5: The Final Product 
2.2.1.5.1 Subtitles for the Cinema 
Ivarsson, in his book Subtitling for the Media (1992), provides a very interesting and 
comprehensive review of subtitling methods. The first subtitles were used in the silent 
film era and were projected under the screen with the intertitles, using a device, the 
patent for which was registered in 1909 by M. N. Topp (1992: 23). This technique was 
soon abandoned, as the process was very taxing and, with the coming of sound, more 
efficient techniques were developed. However, the thinking behind Topp's idea still finds 
applications today, as the process has been simplified because of the use of timecode. 
Film festivals are one example of such an application (see Section 2.2.1.5.1.5). 
2.2.1.5.1.1 Optical Overlay 
This method involves photographing the titles and copying them onto the film copy. 
[A] high-contrast negative of the title wording has to be shot, with the words 
appearing as black letters on a clear background. This is used as an overlay 
when printing the picture negative, so that the area covered by each letter is 
unexposed and appears as clear film on the processes print, giving white letters 
when projected on the screen. 
Happe 1979: 19 
The film strip of the titles is the same length as the original with in and out frames to 
cue the subtitles in synchronisation with the voicetrack. 
This method allows for well-defined and legible titles that can also be tinted to become 
more legible in problematic cases, such as over light backgrounds (e. g. snow scenes). 
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The disadvantage is that, when the film negative is not available, it becomes necessary 
to photograph the whole film to obtain a negative, in which process focus deteriorates 
and the noise level increases considerably (Ivarsson 1995a: 295). 
2.2.1.5.1.2 Mechanical and Thermal Processes 
The mechanical process was developed by a Norwegian inventor, Leif Eriksen, in 1930; 
it involves moistening the emulsion layer of the film to soften it and stamping the titles 
directly onto the film strip. Typesetting is done in the normal manner and titles are then 
printed on paper. A photographic process is used to produce the very small letterpress 
type plates for each subtitle. The need to moisten the emulsion layer for softening was 
dispensed with when, in 1935, a Hungarian inventor, 0. Turchänyi, developed a thermal 
process by heating the plates to a high temperature which caused the emulsion of the 
film to melt away (1995a: 296). 
Both these processes were difficult to control, with unpredictable results unpredictable 
and often poorly defined characters. The emulsion ridges around the letters were also 
easily worn and, thus, the letters quickly accumulated dirt (Ivarsson 1995a: 296). 
2.2.1.5.1.3 The Chemical Process 
This process involves the application of a thin coating of wax or paraffin to the emulsion 
side of the finished film copy. The printing plates are heated separately to a temperature 
of nearly a hundred degrees and are then pressed against the paraffin coated frame at 
the point where the subtitle lines are intended to begin. The heated letters melt the 
paraffin at the point of contact and expose the emulsion. All the frames on which a 
particular subtitle is to appear are treated in the exact same way. The procedure is 
repeated with subsequent subtitles throughout the duration of the film. The film is then 
put through a bleach bath, so that the etching fluid and the paraffin are washed away 
(Ivarsson 1995a: 296). 
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The chemical and optical processes are still used today as they were used when they 
were invented, nearly seventy years ago, the only difference being that typesetting is 
now computerised. The chemical method is the one used in Film'O'Press for example, a 
major Greek subtitling studio providing subtitles for the cinema (see Appendix 6- 
Interview with Yorgos Kallipetis, January 1997). The most important patents for these 
processes were held by the Norwegian-Swedish laboratories Filmtekst in Oslo and Ideal 
Film in Stockholm, and the French Titra-Film in Paris, which explains the reasons behind 
domination of the latter of the subtitling market up until the mid-1950's. Their presence is 
still strong even today and many of the subtitle files supplied to the European Captioning 
Institute Ltd, for instance, by its Hollywood clients bear their signature. 
2.2.1.5.1.4 Laser Subtitling 
Laser subtitling is the latest development in the field. This state-of-the-art technology has 
been in use since 1988, when it was developed by Denis Auboyer in Paris. It is the 
cheapest method in use, despite the initial costly investment in equipment, and it 
requires a minimum of personnel. It is also the method that produces the best legibility, 
contrast and stability of image available. 
The process is as follows. A narrow laser beam controlled by a computer 'writes' the text 
on the film by vaporising the emulsion with no damage done to the acetate film 
underneath. The letters produced in this way are sharp with a neat black edge caused 
by the heat, which enhances the legibility of the subtitles against a white background. 
The titles are typeset by the computer itself and are timecoded and frame-counted in 
order to be cued in on the video display (Ivarsson 1995a: 297-298). The many 
advantages of this method account for it being in use, in varying degrees of quality, in 
many European countries, as well as in the USA, China, Israel, as well as in other 
countries (Ivarsson & Carroll 1998: 17). 
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2.2.1.5.1.5 Film Festivals 
Subtitling is done in a totally different way when it comes to film festivals, especially for 
minor productions that may not be released in the cinema. None of the above methods 
is used because the films projected at one film festival will also be projected at many 
others, for a limited number of times in each case. If one of the above subtitling methods 
were to be used, the distribution company would have to have numerous prints of the 
film made to supply each film festival with one, which is not an economically viable 
solution. 
Thus, a different kind of subtitling service had to be found. One such method has been 
developed by an Italian subtitling company called Softitler, which uses portable LED 
display units, placed just below the cinema screen, on which the subtitles are projected 
(Chapman 1996: 30). This method calls into mind M. N. Topp's device, which was 
discussed at the very beginning of this section, but it constitutes a modern version since 
the portable display units used are usually electronic. It is a method adopted by many 
film festivals around the world, including the Thessaloniki Film Festival in Greece (see 
Appendix 2). A double objective is achieved through the use of this method: the master- 
copy remains intact and the subtitles do not interfere with the picture, an argument also 
used by the opponents of traditional subtitling to condemn the practice. 
The disadvantage of this practice is that the subtitles are further removed from the 
centre of the optical view of the audience; thus, latency, i. e. the time that elapses 
between the appearance of a subtitle and the eye registering it, increases. This time is, 
according to calculations, 1/3 to 1/2 of a second in normal subtitling situations (Van der 
Weel 1990: 25), but in a film festival the audience has to cover a larger distance moving 
its eyes back and forth from the subtitles to the picture, so latency is increased and the 
actual viewing time of the film decreases respectively. The only compensation that can 
be made for this fact is that the audience that usually attends film festivals is composed 
of art house fans, who are, therefore, familiar with reading subtitles and, thus, more 
accustomed to the pace at which this should be done. 
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2.2.1.5.2 Subtitles for the Television 
Subtitling for television differs from theatrical subtitling, in that subtitles made for the 
cinema cannot be used on television due to the narrower contrast range of the television 
screen. Therefore, different subtitling methods are required. 
2.2.1.5.2.1 Optical Subtitles 
In countries where the optical overlay was developed for the cinema a similar technique 
was developed for television. This method involves writing subtitles on paper, making 
one-frame stills of each title with a film camera, putting the resulting film negative in a 
scanner and either having the translator feed in the titles manually or using an automatic 
system to feed them in with the help of punched-out marks on the edge of the film. 
Subtitles are then mixed into the programme images and transmitted or taped as 
necessary. 
Later, other typefaces were used and the titles were written out on punch cards which 
were inserted into a feed mechanism and either photographed onto a roll of film or 
displayed directly by means of a TV camera with image inversion (Ivarsson 1995a: 298- 
299). Manual as well as automatic cueing in of the subtitles by means of a frame counter 
is possible. 
2.2.1.5.2.2 Caption Generators 
The use of caption generators to insert captions directly into the television image by 
electronic means came out on the market in the 1960's. Various types of character sizes 
and shapes were available and so was the possibility to shade or colour the letters. 
However, these caption generators proved impractical for subtitling in large quantities, 
difficult to operate, extremely expensive and had few word processing functions 
(Ivarsson 1995a: 299). Therefore, efforts were made to produce more dedicated 
subtitling equipment for transmitting electronically generated programmes. 
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2.2.1.5.2.3 Teletext Subtitling 
Another technological advancement after the appearance of caption generators was the 
teletext systems that started to appear in Europe in the mid-1970's. The first public 
teletext service was launched by the BBC in the UK and was called Ceefax. Viewers 
were already using decoders for the retrieval of transmitted up-to-date information on 
various services, but not subtitles. Oracle started using teletext for the broadcast of 
subtitles for the deaf and the hard of hearing in 1978 (year of official launch was 1980) 
and by the mid-1980's teletext had spread throughout Europe and a number of countries 
were using it to provide subtitling for their hearing impaired audiences. 
The way subtitles were transmitted was as a binary code being superimposed on the 
television signal in blanking lines. The concealed signal could then be 'decoded' by the 
use of a decoder in the television set. About 15 European countries are providing 
subtitling for the deaf now, the UK still being the leader in the field by introducing 
legislation in 1990, stipulating the percentage of programming that needs to be 
broadcast subtitled per year and the rate of increase (e. g. 50% of programming 
broadcast to be subtitled by 1998) (Ivarsson & Carroll 1998: 24-25). 
2.2.1.5.2.4 Electronic Subtitling 
Today, the subtitler has his/her own subtitling equipment: a computer with dedicated 
word processing software for displaying the subtitles and a timecode reader; this is 
connected to a videotape recorder with a monitor. After the subtitler runs his/her 
videotape, s/he times the subtitles, writes them on the computer and cues them in 
appropriately. The timecode recorded on the tape ensures that the subtitles will appear 
in the correct place. After proofreading the text, s/he hands in the floppy disc with the 
subtitles, which is then inserted in the computer of the transmission unit. The timecode in 
the master tape runs the subtitles. Thus, the master tape remains intact for future use. It 
is, of course, essential that the timecode on the master tape and the one on the working 
cassette used for the preparation of the subtitles are identical (Ivarsson 1995a: 301). 
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A new master tape for use during transmission can also be made by copying the original 
and recording the subtitles on it. The problem in this case is that no alterations can be 
made once the subtitles are recorded onto the new master tape. The main disadvantage 
of this method is the extremely high initial cost for the equipment needed. Even in our 
'electronic' age cueing the subtitles in and out is still often done manually in some 
countries. 
By the mid-1980's, the use of timecode had revolutionised the subtitling market. As 
technology made it possible for the entire system to be loaded onto a single personal 
computer, translators can carry out the entire process themselves, including timing the 
subtitles, and editing as well as viewing them on the screen. Their finished files can then 
be broadcast directly. The demand for subtitling increased with the advent of video, 
cable and satellite television, but the subtitling in these cases does not have any 
different requirements to subtitling for television and will not be discussed as a separate 
issue (Ivarsson & Carroll 1998: 26). 
Electronic subtitling has recently been introduced in subtitling for the cinema as well (e. g. 
DTS) by means of technology that converts the timecode of seconds and frames to feet 
and frames, however it is not widely used yet. 
2.2.1.5.2.5 Manual Subtitling 
Cueing in and out the subtitles manually is the traditional method of television subtitling. 
It is either done 'live', i. e. while the programme is transmitted, or during recording. This 
method involves a highly skilled technician to do the cueing in and out of the subtitles, 
usually the subtitler him/herself, which, if s/he has the necessary technical knowledge, is 
also the best solution since s/he is familiar with the programme. This method is often 
used in news and current affairs programmes, when there is not enough time to spot the 
titles. 
The main disadvantage of this method is obvious: there is a considerable time lag in the 
appearance of the subtitles on the screen, which is related to the time required for the 
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technician to realise that a person on the screen has started speaking and that a new 
subtitle needs to be cued in. Experience and attention on the part of the technician 
certainly play a great part in the quality of the final subtitled programme. 
2.2.1.5.2.6 Real-Time Subtitling 
Real-time subtitling or simultaneous subtitling refers to the "insertion of subtitles into a 
television transmission the contents of which have not been scrutinized by a subtitler 
beforehand" (Marmelstein 1985: 35). The term is used in contrast to subtitling prepared 
in advance, or preparable subtitling. Real-time subtitling is also referred to as live 
subtitling, but we will refrain from using this term here, to avoid confusion with subtitles 
that are prepared beforehand but are fed manually during transmission. 
Real-time subtitles are used in cases when there is absolutely no time for subtitle 
preparation, such as translations provided in news and current affairs programmes, 
interviews and subtitling of news items for the deaf; these can be open or teletext 
subtitles. The use of real-time subtitling is and should be, according to the Independent 
Television Commission, restricted to such cases, since the "current verbatim subtitling 
techniques do not offer a service where quality can be assured" (1993: 20). 
The main problem in real-time subtitling is "to have the titles in balance with the action 
on the screen. In other words: to avoid lagging behind" (Marmelstein 1985: 36). As few 
programmes are truly 'live' throughout, the subtitler can prepare several subtitles in 
advance for the scripted portions of the programme. S/he can also carry out research on 
the subject and prepare shortform abbreviations that would speed up the text input. 
Systems have been developed that mix prepared subtitles with real-time ones. 
With reference to the input of real-time subtitles, three methods are available: 
> The use of a special phonetic keyboard, such as the Palantype or the 
Stenograph: the operator enters a series of phonetic codes that represent 
speech and these are decoded by the computer. However, errors and 
ambiguities are frequent and, as a result, the transcribed output is not always 
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accurate. The speed rate achieved is about 200 words per minute with an overall 
accuracy between 75% and 95% (ITC 1993: 20-21). 
> The use of a normal QWERTY keyboard with software assistance to speed up 
the subtitles through the use of shortforms. The maximum subtitling rate is 60 
words per minute, but this can be increased if an audio typist is used (Luyken et 
al. 1991: 64 & Lambourne 1984: 36-37). 
> The use of the Velotype syllabic chord keyboard. The subtitling speed that can 
be achieved with this method is around 100-120 words per minute if the operator 
of the keyboard is well trained (ITC 1993: 21). 
It goes without saying that the skills required of a live subtitler are many. Although the 
entire process is not exactly simultaneous, the lagging behind is not longer than that of 
the conference interpreter, only the translation is written rather than spoken in the case 
of subtitling. Techniques such as those used in interpreting are employed in this case; 
for instance, the subject being discussed is usually known in advance so that subtitlers 
can prepare and even mix pre-subtitled items in cases where more time is available. The 
Independent Television Commission in Great Britain has published specific guidelines 
for real-time subtitling (see Appendix 7- ITC 1993: 25-26). 
2.2.1.5.3 Subtitling for the Deaf and the Hard of Hearing 
The development of teletext services created the possibility of optional subtitles for the 
viewers that have the necessary decoders in their television sets. Thus, the people who 
are deaf or hard of hearing would be able to read the programme dialogue and gain 
more enjoyment from the programmes shown on their television sets. Hearing viewers 
would not be annoyed by the subtitles, since they would have the choice of either seeing 
them or not. These subtitles are known as closed captions to distinguish them from the 
ones used in films with a foreign-language soundtrack, known as burned-in or open 
captions (Sewter 1984/85: 18). 
The first experimental transmissions of British Teletext were made as early as the 1970s 
and Independent Television ORACLE launched a regular service of optional subtitling for 
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people with hearing problems on 1 January 1981; this was the outcome of two years of 
research at the Southampton University, which was supported by the Independent 
Broadcasting Authority (IBA) and the Independent Television Companies Association 
(ITCA). The research resulted in detailed recommendations for the preparation and 
display of subtitles, so that viewers with hearing difficulties would benefit most from them 
(Robson 1981: 8). 
Writing subtitles for the deaf and the hard of hearing is a completely different procedure 
to writing traditional subtitles, for the simple reason that the subtitling requirements for 
deaf people diverge greatly from the norms, since audible information other than speech 
(e. g. off-screen sounds) has to be conveyed too. Colour coding is also used to facilitate 
the viewers' understanding as to who is speaking (the main characters have a dedicated 
colour each). Tone of voice and emphasis in the speaker's words must also be 
conveyed. In general, hard-of-hearing subtitles adhere to different norms than traditional 
subtitling as far as reading speed and format are concerned. 
Further progress has recently been made in the field of hard-of-hearing subtitles by 
introducing subtitles for children that are deaf or hard of hearing whose needs differ from 
those of adults with hearing problems. Such subtitles vary according to the degree of the 
children's hearing loss, their first language, which may be either sign or spoken 
language and also their reading ability (Gregory & Sancho-Aldridge 1996: 2). To 
establish the value of subtitles for children with hearing difficulties it was confirmed, after 
a study conducted by the Independent Television Commission (ITC) in 1996, that the 
majority of them watched only subtitled programmes. It was even further established that 
consideration should be given to the age of children, meaning that a cut-off point is 
required, with simpler subtitles provided for younger children and subtitles with maximum 
information for older ones. In conclusion, the overall result from conducting this 
experimental viewing study was the pressing need for more children's programmes to be 
subtitled (Gregory & Sancho-Aldridge 1996: 38). 
It should be mentioned here that no teletext subtitling service exists to date in Greece, 
as is also the case in quite a few European countries, although a great increase in the 
provision of teletext services was seen in the last decade of the 20th century. Ivarsson 
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and Carroll testify that about 15 European countries were offering teletext services by 
the end of the 1990's (1998: 25). The pioneering countries in Europe in offering subtitling 
for their deaf and the hard-of-hearing viewers via teletext are, apart from the UK, 
Denmark, Finland, France, Germany, the Netherlands, Norway and Sweden. 
2.2.1.5.4 Audio-Description for the Blind 
Audio-description for the blind is a new term. In the same spirit that subtitles are 
provided for people with hearing disabilities, audio-description is offered to people with 
sight disabilities. One should keep in mind here that 'blindness' ranges from blurred 
vision to complete blindness, so partially blind people could very well be able to follow a 
film with some assistance as to the contents they are viewing. Such people need to be 
provided only with visual information on the picture, which they cannot access to the 
extent they are accessing the soundtrack. Such information is provided by a narrator, 
usually a trained actor. 
Although at first glance it seems that audio-description for the blind might have more to 
do with dubbing or voice-over than subtitling, the process and the equipment involved 
bear a closer resemblance to subtitling than any other screen translation method. The 
same equipment used in subtitling to set the in and out times for subtitles and to provide 
the actual subtitle text is also used for audio-description. In other cases, however, it is 
the gaps between the dialogue that are being 'subtitled', i. e. described and timed, so that 
an actor can then narrate them in the second part of this process in the editing suite, 
when audio-describing for the cinema or for DVD purposes. In the case of television, 
systems are being devised so that "teletext information is transmitted to a speech 
synthesizer instead of or in addition to the character generator in the television set 
[allowing] blind viewers to receive an oral rendering of the subtitles via an earphone" 
(e. g. Sweden and the University of Lampeter in the UK). However, no such equipment 
has been put to commercial use yet (Ivarsson & Carroll 1998: 138). 
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2.2.1.5.5 'tl' 
Surtitling or supratitling is not as new as it seems. Despite the fact that it only became 
popular in the last quarter of the 20th century, applications of it can be found as early as 
the 1920's when titles were projected during opera performances (e. g. in Germany), 
whereas English opera broadcasts on television have been subtitled since the 1960's. 
However, surtitling only came of its own with the advent of computerised subtitling 
equipment (Ivarsson & Carroll 1998: 19). 
Surtitling is used in opera houses and theatres to provide audiences with a translation of 
the performance they are watching. This translation is projected on a "screen suspended 
above the proscenium arch or at the back of the stage" (Hay 1996: 67). Although there 
are some superficial similarities between the surtitling and subtitling, their differences are 
far greater. The reason surtitling is mentioned here is to stress these differences and 
clarify any misunderstandings. 
An obvious similarity between the two methods is that both of them require the 
spectators to read a written translation of the programme. Thus, eye movement back 
and forth from the titles to the screen or stage is involved in both cases. However, 
surtitles require greater eye movement form the spectators, since the stage is a three- 
dimensional area and not a two-dimensional one as the cinema or the television screen; 
the action on the stage may also take place at strange places, such as at its far-left or its 
far-right, and not only at the centre as is usually the case with moving pictures. 
Furthermore, the distance between the surtitles and the stage is greater than that 
between subtitles and the screen, which is an additional burden for the audience. All 
these factors necessitate reading speed in surtitling being slower than in subtitling. 
Finally, the number of lines used in surtitles is greater than in subtitles, since plays are 
based on written texts and the audience expects to read in the surtitles the exact words 
of the original and not a summary (Hay 1996: 67-68), but timing is made simple by the 
fact that the music provides a natural cue. 
It is obvious from the points mentioned above that much greater effort is required from 
spectators in theatres and opera houses to follow the programme than from television or 
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cinema viewers. However, theatre and opera house fans rely much less on an adequate 
and complete reading of the surtitles for their enjoyment than television or cinema 
viewers, and the purpose of surtitles is different from that of subtitles. Surtitling may 
follow some of the principles used in subtitling, but it involves a completely different 
technique, as it is related to an entirely different genre. 
2.2.2 The DVD Subtitling Process 
Digital technology, with its advent at the end of the 20th century, revolutionised both 
broadcast and distribution, as new forms of consumer electronics made their 
appearance. The advent of DVD, in particular, is the product that was meant to have 
such an impact so as to revolutionise the entire subtitling process, from a technical as 
well as a translation point of view. It is the belief of this author that the effects of DVD on 
the subtitling process are so radical that they will completely change the face of subtitling 
in the 216t century. DVD, with all its implications for subtitling, will be discussed 
separately in Chapter 5 of this thesis. 
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2.3THE PROS AND CONS OF SUBTITLING 
The question of the preference of one screen translation method over another has been 
much discussed and is still discussed. Voice-over, narration and commentary are not 
really considered here, since their use is, as it should be, mainly restricted to specific 
programme genres, as revealed from the analysis in Chapter 1. The heated debate is 
actually going on between subtitling and dubbing, with each method having its own 
enthusiastic advocates who do not cease to emphasize the advantages of their preferred 
method and the disadvantages of the other. The following is an account of the 
arguments put forward with reference to subtitling, as this is considered necessary to 
fully understand the complexities of the translation methodology followed in the process 
of translating for subtitles, which will be the main point of discussion of Chapter 3. 
2.3.1 Advantages of Subtitling 
The most obvious and also the most prominent advantage of subtitling is that the original 
soundtrack is retained intact and that the viewers have access to it. Replacement of the 
original soundtrack with another in the TL, as is the case in dubbing, equals with 
destroying part of the film, the advocates of subtitling argue; the result after subtitling a 
programme is more authentic than after dubbing it. This explains the common fact that 
"cinema buffs" are the ones that favour subtitling mostly ("Dubbers and Subtitlers Have a 
Prime Role in the Distribution of TV Programs" 1987: 10). 
A direct consequence of retaining the original soundtrack is the fact that the original 
voicetrack is also retained intact. The original actors' voices are the most important part 
of the soundtrack, since they are an essential component of their performance; wiping 
them out mutilates the aesthetic value of the film and their replacement by dubbed 
voices may even completely destroy it, as dubbed voices have a "bland 'studio' sound 
(Bordwell & Thompson 1993: 331) and the original actors cannot be judged on their 
acting ability. To the proponents of subtitling and generally to people who are 
accustomed to this screen translation method, it may seem unimaginable and tasteless 
to watch a film with their favourite actors, but not to actually hear their voices. Yet, it is 
P. GEORGAKOPOULOU 62 
PAST AND PRESENT SITUATION 
IN THE SUBTITLING INDUSTRY 
true that there are many people in the world today who have never heard the real voices 
of their favourite actors. A rather ridiculous consequence of this fact in France, for 
example, is the phenomenon of "frangoisation" of dubbed soap operas in France; this 
phenomenon refers to the fact that many French viewers do not even know that the 
actors of series such as "Dynasty" or "Dallas" are not French (Langley 1989: 21). 
This situation has more important implications than what is apparent at first glance: in 
the case of films for the cinema in particular, it often happens that clips of the original 
film or 'catch phrases', such as the well-known "I'll be back" uttered by Arnold 
Schwarzenegger in most of his movies, are used for advertisement purposes. 'Catch 
phrases' are utterances often repeated in a film that contribute to the coherence of a 
series and are also used for word plays and puns. It is important that they are translated 
with standard phrasings, so that they can be identified. Nonetheless, they are often 
paraphrased with different wordings each time, which destroys their recurring effect 
(When 1996: 47). This may present great problems to the distributors in countries which 
use the dubbing method, since, even if 'catch phrases' have not been translated 
consistently in the subtitled TL version, its viewers can still hear the 'catch phrase' in the 
SL, which is completely lost in a dubbed version; thus, an advertisement of the particular 
movie using a 'catch phrase' from the movie as its main theme would be meaningless. 
Another evident advantage of subtitling is related to the TL audience and, in particular, 
people who are deaf or hard of hearing. It goes without saying that people with hearing 
problems cannot gain as much enjoyment from a film or programme as hearing people 
can. They require special subtitling, in which it is not only "the Word" that is subtitled, but 
also "the Noise" (Stoddart 1983: 22). But, since subtitling for the deaf and the hard of 
hearing is not always available, it is self-evident that these people would choose without 
hesitation a subtitled film to a dubbed one, if they are to understand even a small part of 
it. Since people with hearing problems constitute a larger part of each national 
community than one would suspect - in Great Britain alone, for example, there are 
around 7.5 million people with moderate to severe hearing impairment (Myers 1996: 13) 
and one person in twenty in New Zealand (McAdam 1985: 16) - this proportion of each 
country's population that prefers subtitling to dubbing is not negligible and should not be 
underestimated in dubbing countries. 
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Moreover, subtitling has been said to improve not only the TL audience's foreign 
language learning skills, but also its reading abilities, especially when the audience 
consists of children, who watch and learn a lot from television today. An example that 
supports this argument is provided by a study of Dutch children; more specifically, Dutch 
children who watch a lot of television have been noted to have superior reading skills, 
owing to the high percentage of programmes that are broadcast with subtitles in the 
Netherlands ("Breaking the Language Barrier" 1990: 36). 
Fodor, in his article entitled "Linguistic and Psychological Problems of Film 
Synchronisation", which is devoted to analysing the problems of dubbing, refers to two 
other advantages of subtitling over dubbing. The first is that subtitles can be used to 
explain unusual situations, puns and notions to the TL audience. Explicit comment is 
impossible in dubbing, due to its nature, and implicit comment is constrained by the time 
factor (1969: 69-106 & 379-394). I would, however, tend to disagree with Fodor in this 
argument, since the time constraint in subtitling is much more severe than in dubbing 
and the extra space constraint in subtitling does not allow for footnotes. Naturally, a very 
short explanation may be provided in the subtitles together with the translation of the SL 
script, but in dubbing an equivalent TL expression or pun may also be used, especially 
since it is accepted that the dubbed script is not a literal translation of the SL, but more 
of an adaptation. 
The second advantage Fodor finds in subtitling is that translation can be omitted for 
those fragments of the SL dialogue that are unnecessary, irrelevant or unclear; in 
dubbing, on the other hand, a translation is required for every instance that an actor is 
visibly speaking on the screen. This argument is partly true or, at least, this is a common 
solution employed by several subtitlers in the case of internationally understood 
utterances, such as 'Yes' and 'No', or of incomprehensible dialogue. Nevertheless, it 
cannot really be considered a legitimate approach, especially when it comes to entire 
phrases. The audience can understand when something has been uttered on the screen 
in the SL and it will notice the omission of its translation in the subtitles; they will, 
consequently, feel frustrated and 'cheated' for having missed out on part of the film's 
dialogue. Ms Efi Kallifatidi, a prominent film subtitler in Greece, when interviewed, 
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stressed the importance of always trying to provide a translation for everything heard on 
the screen, even when the subtitler him/herself is subtitling the film 'audio', i. e. with no 
script but with the soundtrack as his/her only resource, and s/he cannot understand the 
dialogue because of a very bad quality soundtrack or heavy SL accents and fast speech. 
She proposes that the solution a subtitler should resort to in this extreme case is not to 
omit the translation itself, but to provide subtitles that are relevant to the script's previous 
and subsequent verbal and visual context, so that the continuity of the film is not 
disrupted for the audience (Appendix 2). 
In addition to these undeniable advantages of subtitling, Grillo and Kawin, in their article 
"Reading at the Movies: Subtitles, Silence and the Structure of the Brain" (1981: 25-32), 
present a highly interesting and radical analysis of subtitles, in which even some of the 
disadvantages of subtitling are viewed under a different light and they are turned into 
advantages. Generally, subtitles, from their point of view, are seen as bringing an added 
interest and vitality into the filmic experience. 
First of all, Grillo and Kawin refer to the amusements the filmic experience of a subtitled 
film offers to viewers who are competent in the SL. Such viewers enjoy themselves, as 
they become judges of the accuracy of the translation presented in the subtitles, by 
watching the transference of the SL statements into a shorter, more succinct form in the 
TL and also by witnessing any attempts of euphemisation or imaginative translations of 
idioms and colloquialisms. Furthermore, viewers with only some knowledge of the SL 
may improve it when watching subtitled films, by listening to the SL, trying to understand 
it and being helped by the subtitles in order to confirm that what they have understood is 
correct. 
Even viewers with no knowledge whatsoever of the SL may gain extra enjoyment from a 
subtitled film. It is true that there are certain tonal inflections and colourings in the human 
voice that are universal and can be picked up by the receptor even if the speaker speaks 
in a foreign language (Kilborn 1993: 646). Even viewers who do not speak the foreign 
language may gain an insight into the personality, mood or intention of the speaker on 
the screen and, furthermore, they often feel proud of themselves for having understood 
something an actor has said which is then confirmed by the subtitle. 
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Finally, even problematic cases, in which subtitles are barely visible or not visible at all, 
may turn to an advantage for the viewers. This may seem as a far-fetched case, but it is 
justified as follows. Barely visible subtitles may heighten an already dramatic film 
situation and extract a greater intensity from the subtitle viewer than that which the same 
scene would have extracted from an SL viewer. This rhetoric effect of the "disappearing 
subtitle" is sometimes used on purpose by certain directors, such as Goddard, whose 
aim it is to force the viewers' attention and achieve the "mystique" created by the 
dialectic of the movie and the reconstruction in the viewers' mind of the missing words 
(Grillo & Kawin 1981: 25-32). 
2.3.2 Disadvantages of Subtitling 
The first main disadvantage of subtitling is a direct result of the constraints of time and 
space in which subtitles must appear on the cinema or television screen. Since people 
speak much faster than they read, it is implied that not everything that is said is 
translated in the subtitles. Instead, a more succinct version is provided in the TL 
subtitles, or as the opponents of subtitling would put it, what is translated is no more than 
just "a fraction of what is spoken in fast dialogue" (Garrett 1971: 3). This is why many 
people do not consider subtitling translation, but a summary of what is said in the original 
film. 
Nuances are thus inevitably lost, "unless the titler is an expert in condensation" (Myers 
1973: 58) and so is, some would argue, the dramatic interpretation of the text (Mayoral, 
Kelly & Gallardo 1988: 366). The lack of dramatisation in the subtitles is one of the 
effects the shift from the spoken to the written word has on the viewers. Nida (1964: 123) 
provides an explanation for this in his book Toward a Science of Translating: 
Written communication often produces a less immediate effect upon the 
receptor, since he does not actively or vicariously participate in the formation 
of the message. 
Even the viewers who can understand the original language still lose part of the dramatic 
effect of the original, since they are 'forced' to read the subtitles, as the image is 
perceived faster than the sound. This often results in reading the subtitles before the 
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respective chunk of dialogue has been heard in the SL; the dramatic moment is thus 
lost. 
Moskowitz also discusses the issue of the international tonality of the human voice and 
presents a view opposite to that proposed by Grillo & Kawin. Even in good subtitling, he 
says, one can understand some of the tonality, as, for example, the rising inflection in a 
question or in an exasperation, but the expressiveness is generally lost. He 
characteristically mentions the example that one can always understand a heavy foreign 
accent in one's own mother tongue, but how can one distinguish Ingmar Bergman's 
Swedish from Swedish with a Greek accent? He adds that "[s]lurring and nimble 
articulations and emphasis on key words is lost too when you don't know the meanings 
and sounds of the individual words" (1979: 2). 
The second major disadvantage of subtitling has to do with the visual element of 
watching a film. Subtitles add substantially to the picture, destroying its original balance, 
ambiance and composition, Renaud argues (1984: 24). The fact that viewers have to 
see, hear and read at the same time alters the whole rhythm of the film. "Subtitles make 
speech visible, yet that does not make them a visual medium any more than speech is. 
. 
In this way subtitles always remain external to the film, at best acting somewhat like a 
cartoon caption, at worst cruelly defacing the picture" (Van der Wee[ 1990: 24). One 
must not forget here that speaking and listening are primary linguistic acts, whereas 
reading and writing are secondary ones, which makes literacy a precondition in order to 
benefit from subtitles. 
Furthermore, subtitles monopolise the attention in a film. Viewers cannot resist reading 
subtitles, even if they are native speakers of the SL and subtitles can prove most 
annoying to them. It is a constant irritation for the viewers to have to refer back and forth 
from the subtitles to the picture; the actual time of watching the film is much reduced, 
depending on the number of the subtitles - especially in wordy films one may end up 
reading the film rather than watching it - and the enjoyment supposedly imparted by a 
relaxed viewing of a film decreases considerably, if not completely. Moreover, in wordy 
films subtitles can detract viewers' attention from the picture to the extent that they may 
become confused as to who is speaking (Dean 1987: 38). 
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Related to the above is the argument that the relaxation viewers supposedly feel when 
watching a film, which allows them to be absorbed by it and enjoy it further, cannot 
possibly be achieved when watching a subtitled film. Gautier argues that the strict 
passivity needed in order to become immersed completely in the film is impeded by the 
subtitles (1981: 103). This happens because subtitles in films trigger a mental process 
called "endophony, i. e. the mental enunciation of words, the calling to mind of the 
phonetic signifier", Shochat and Stam explain. When experiencing an interlingual film, 
viewers hear a language different from the one they read, so the synthetic unity they 
create surpasses the SL material. In addition, hearing and reading each activate a 
distinct form of inner speech; reading is cerebral, while hearing is related to our psychic 
past (1985: 41). Therefore, a more complex function of the brain is called for, owing to 
the substantial duplication of the required activity between the left and right hemispheres 
and the syntaxical addressing of the brain as a whole (Grillo & Kawin 1981: 30) and 
viewers do not experience a relaxed situation. Furthermore, it is claimed that in a 
subtitled film the balance is shifted strongly to left-brain processing due to the increased 
amount of both visual and verbal 'reading' one has to do. The time of right brain 
processing (nonverbal mode) is reduced and this makes the film appear more 
"conceptual" in orientation; this also explains the fact that watching subtitled films is 
considered a more "intellectual" experience than watching a film in one's own language 
(Grillo & Kawin 1981: 30-32). 
An added difficulty related to the amount of reading in which one engages in a subtitled 
film has to do with the 'movement' of writing the subtitles from left to right (or right to left 
or even top to bottom in some languages), which is not always compatible with the 
natural movement of 'reading' the screen. The reading of the screen corresponds to the 
movement of the camera or the movement of the actors on screen, which is not always 
from left to right; right to left, top to bottom, etc. are also possibilities. The conjugation of 
these two types of simultaneous 'reading' puts the spectator in an uncomfortable 
position, as s/he often does not have time to 'read' both the subtitles and the shots as 
well (Gautier 1981: 104). After an analysis of the practical problems caused by subtitling, 
Myers (1973: 58) ironically comments that subtitling is "adequate only for those who 
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have mastered speed-reading or those who are only interested in looking at pretty 
shots". 
There is also the problem of illegible (usually white-on-white) or barely legible subtitles. 
This problem is less common today than it used to be, due to the technological 
developments in the field of subtitling; especially with laser and electronic subtitling the 
problem of legibility and the subsequent frustration and lack of comprehension from the 
viewers (Myers 1973: 58) does not occur much. However, problems of legibility may also 
occur if the prints used on the television carry the original cinema subtitles and not the 
larger typefaces used for television, which is sometimes done for economic reasons (see 
also Appendix 6). 
Finally, subtitling causes a problematic situation that is characteristic of bilingual 
countries. In countries where two national languages are used, such as in Belgium 
where the two main languages are Flemish and French, the subtitles are not merely two 
lines of written text at the bottom on the screen; they are three and, in some cases, even 
four lines long, since translation has to be provided in two languages and not one. Thus, 
the screen space taken up by the subtitles is even greater than in traditional subtitling, 
with the result that viewers in these countries actually see less of the film. One might ask 
why dubbing is not used in bilingual countries or a combination of dubbing in the main 
language with subtitles provided in the other; Thierry Horguelin explains the choice of 
subtitling in the Netherlands by saying that on the one hand the intended audience is not 
large enough to accommodate the expense of dubbing and, on the other, viewers are 
used to subtitling and do not object to subtitled versions being made (1993: 31). 
2.3.3 Which is the Better Screen Translation Method? 
'Which is the better screen translation method? ' is a frequently asked and debated 
question when it comes to language transfer. The supporters of each method naturally 
claim that their favourite or practising method is the best one. Despite personal 
preferences, I would agree with the answer Major W. De Lane Lea (1953: 10) gave to 
the question nearly half a century ago. Major W. De Lane Lea was an adaptor, but when 
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asked if dubbing is better than subtitling he replied by asking another question: "Is a 
Technicolor film better than a black-and-white one? ". Since the two screen translation 
methods (i. e. subtitling and revoicing) are completely different in nature, no comparison 
can actually be made between them and, therefore, the above question is not valid. 
Each method has its own value for M. W. De Lane Lea (1953: 10). 
Dubbing allows a foreign film to be seen by those people who are interested only 
in its entertainment content, and its escapist value. The sub-titled film is excellent 
for foreign residents, for bi-lingual individuals, for language students, for 
intellectuals; and, of course, its snob value is tremendously important. 
If dubbing renders dialogue intelligible to a mass audience, subtitling caters for the 
specialist or'special' few. 
M. W. De Lane Lea also points out that it is a mistake to assume that dubbed films will 
'expel' subtitled ones or that if a film is dubbed it cannot also be subtitled (1953: 10). He 
was quite insightful in this view, as DVD has now, in the 21st century, made it possible to 
offer viewers the choice of their preferred screen translation method. What one should 
always bear in mind when using one method or the other, however, is its actual 
characteristics, its advantages and disadvantages; this way, one can adapt the 
translation strategies used in each case in order to make the most of the advantages 
and offer solutions for the disadvantages, thus providing the viewer with maximum 
enjoyment when watching the film. Antonioni also favoured this idea when, in 1941, he 
expressed similar views on the question of the suitability of dubbing by proposing to opt 
for the suitability of dubbing or subtitling depending on the entertainment value of the 
film. If its purpose is purely to entertain, Antonioni proposes that dubbing should be 
used; if the film is a form of art, however, subtitling should be used instead (Guardini 
1998: 93). More recently, Diaz-Cintas has expressed the same view by stressing that in 
the 215` century it is clear that the two techniques, subtitling and dubbing, "have their 
own ontological status and satisfy different social needs"; he suggests we "do away with 
the aprioristic negativism surrounding synchronisation and accepts that both approaches 
should have their place in the world of translation", thus ending the "eternal dilemma" 
between dubbing and subtitling with a conjunction rather than a disjunctive (1999: 31- 
40). 
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As these characteristics mainly have to do with the way the text in film integrates with 
the picture, forming the 'audiovisual text', the section that now follows will concentrate on 
an analysis of the notion of 'audiovisual text'. This in turn will enable us to proceed to an 
in-depth analysis of the translation strategies that need to be applied when this text is 
translated into subtitles, which is discussed in Chapter 3. 
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2.4SOME NOTES ON THE INTEGRATION OF TEXT AND FILM 
In order to analyse the films chosen in Chapter 4, but also to undertake a theoretical 
analysis of the translation strategies followed in subtitling in Chapter 3, we must consider 
the two most important features in films which affect all screen translation methods, 
including subtitling. Screen translation differs from traditional types of translation for one 
main reason: film is not only text; it is not "one discrete system of signification" like 
writing (Turner 1993: 50). This means that it is not only the textual features of a film that 
a subtitler needs to pay attention to, but also the filmic features, i. e. camera movement 
and editing. Therefore, it is worthwhile summarising these features, in order to clarify 
some of the translation problems that will be analysed in the following chapters. 
2.4.1 Film Features 
Roland Barthes defines language as including "all those systems from which we can 
select and combine elements in order to communicate" (Barthes as cited in Turner 1993: 
44). According to the theory of semiotics, film is also a system in itself and as such it has 
its own language. Images as well as words carry connotations as well as denotations 
and, therefore, may be culturally charged. 
In order for subtitles, or any screen translation method, to become integrated with a film, 
the film's features have to be respected. Therefore, it is essential for the subtitler to be 
aware of these features and be familiar with film as a medium in general; these features 
are camera manipulation, lighting, sound, mise en scene and editing. 
The film stock used as well as the angle, field depth, movement and framing of the 
camera, all contribute to the semiotics of a film and understanding them is, therefore, 
essential for understanding film. A clear example of this is the use of close-up shots in 
face-to-face interaction (shot-reverse-shot system for representing conversation), the 
effect of which is widely acknowledged, especially by politicians. Film stock has to do 
with the colour used, and, for example, black and white colour is often used as a means 
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to signify the past or even create feelings of stimulation or nostalgia (Turner 1993: 51). 
Camera position (panning, tilting, rolling) is very important as it may suggest different 
perspectives to the audience. Camera angles are also used to identify a character's 
point of view by occupying the position that the particular character in the film occupies. 
Camera movement (tracking, dollying), usually accomplished through the manipulation 
of the zoom lens, is often used in action sequences and it enhances a character's 
identification with what s/he is experiencing. Alteration of focus also has a function, as 
for example, a soft focus may be used to create a romantic or lyrical effects 
Lighting is greatly associated with camera position (its angle), as the main light (key 
light) is usually set at the one side of the camera and it is pointed at the character who is 
supposed to be lit. Lighting sets the mood of a film; the key light adds realism, whereas 
the back light separates the character from the background and creates the illusion of a 
three-dimensional picture. Shadows are also exploited to enhance the sense of 
ambiguity or threat (low-key lighting). 
Sound is a less accredited but equally important feature of films. It may serve a 
multiplicity of functions: it may have a narrative function; it may be the basis of a musical; 
it provides "powerful emotional accompaniment to a film's high points"; it enhances 
realism through its diegetic function (Turner 1993: 58). Sound may also be used as a 
transitional device, as well as an important part in constructing the filmic world and 
atmosphere; the increasing importance of soundtracks testifies to this fact. However, the 
important thing to remember about sound is that it is not understood in a linear way, but 
in an irrational and emotional way by each person individually. To use Levi-Strauss's 
successful description "the meaning of music cannot be determined by those playing, 
only by those listening to it" (Levi-Strauss in Turner 1993: 59-60). 
In film, the mise en scene is a rather confusing and often misinterpreted term used to 
describe the grammar of a film, everything that can be put in the frame of a shot. It goes 
without saying that the role of the camera is extremely important when it comes to the 
mise en scene, but other aspects of it include the set design and costumes, the 
6 For more details on the subject of camera manipulation as well as very illustrative examples see 
Turner 1993: 51-56). 
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arrangement and movement of the characters in the film, the spatial relations among 
them, as well as the placement of objects. It is from the mise en scene that the social 
meaning of a film derives, as this is how society is constructed in the film itself. 
Editing "involves creating an impression of continuity in time and space" and, therefore, 
its most important aspect is creating relationships between individual shots (De Linde & 
Kay 1999: 33). In realism the dominant function of editing is to give shots a seamless 
connection, making the editor invisible. Among the many techniques used in editing 
(fade-out, dissolve, wipe, etc. ) the most important one is the cut. A "cut" is defined as "a 
transition between two separate shots joined together so that the first shot is 
instantaneously replaced by the second" (Garrett et al. 1971: 501). Overlapping sound 
from one shot to another is a device used in order to soften a cut, so that it complies with 
the dominant mode of realism. Sudden cuts, on the other hand, are reserved in order to 
create feelings of surprise, horror or disruption to the audience. Audiences are familiar 
with the role of cuts as, for example, in the shot-reverse-shot convention for face-to-face 
communication, or in the short establishing shots that introduce the narrative in its 
physical context. The speed, pace and rhythm of the editing is important too, as it can 
enhance the energy of the action or slow it down, as well as achieve dramatisation. This 
is heightened by the combination of editing with the soundtrack. 
The importance of these elements in screen translation should not be underestimated. 
Just like a translator should be familiar with the genre s/he is translating as well as with 
the author's work, the same goes for a screen translator and a producer. These 
elements of a film may hinder or make easier the work of a screen translator. For 
example, if we study camera manipulation, we can easily infer its importance when it 
comes to dubbing. Lip synchronisation has to do with whether the characters' lips are 
visible on the screen, and this is something determined by camera movement and 
positioning. Close-ups, for example, are the most difficult type of shots to handle when it 
comes to dubbing. Editing is also very important, especially when it comes to subtitling. 
It is the rhythm of editing, especially the use of frequent cuts, that a subtitler needs to 
pay attention to. One of the most important rules in subtitling is that a subtitle must not 
be carried over a cut or the viewers may think that a new subtitle has appeared and start 
re-reading it, thus missing out on important action on the screen. Finally, lighting, sound 
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and mise en scene may provide the screen translator important information as regards 
the characters and the setting of the film. Furthermore, visual information, objects that 
appear in the frame of the shot for example, demands attention when translating the film, 
so that the text of the film in the TL corresponds with what is actually shown on the 
screen. 
2.4.2 Textual Features 
Film also contains textual features, which are mainly made up of the voicetrack used, i. e. 
the dialogue, as well as the any burnt-in captions that may appear on the film (e. g. 
"London 1999"). It is both these kinds of text that need to be translated for the viewer. 
From the point of view of the dialogue, the most important factor in any kind of screen 
translation and the first thing that is usually determined before embarking on the 
translation is the density of the dialogue, that is, the speech rate of the film. The reasons 
for this are obvious if one looks at the spacio-temporal characteristics of the medium. As 
will be analysed in the following chapter, the one translation strategy mainly employed in 
subtitling is reduction of the dialogue, as it would never be possible to fit the same 
amount of text in the two lines available at the bottom of the screen as actors may utter 
in the voicetrack in the same amount of time. Thus, films are often characterised as 
more or less 'wordy' and this tends to relate to the genre each film belongs to. A 
hypothesis that is proposed in this thesis is that the degree of reduction applied to any 
film when subtitling is related to the genre to which the film belongs. This will be 
analysed in Chapter 4 using a corpus of subtitled material from English into Greek. 
The use of burnt-in captions is also a feature of films and the degree these are used is 
irrespective of the genre a film belongs to. What is important about burnt-in captions 
though is that this is also text that needs to be translated either when subtitling or 
revoicing a film. The difference is the way this is done, depending on the screen 
translation method used. 
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When subtitling, burnt-in captions are also translated in the form of subtitles and the 
subtitler always needs to allow time for their translation. The difficulty arises when there 
is also dialogue at the same point in the film, as when burnt-in captions appear, in which 
case the subtitler would have to find a solution to the translation problem he is presented 
with in order to translate all the text in the film within the spacio-temporal constraints of 
the medium. 
In the case of revoicing (dubbing in particular), there are two solutions to the treatment of 
burnt-in captions. The captions may be translated 'orally, i. e. as part of the dubbed 
voicetrack of the film, using a voice-over narrator, a technique commonly followed in 
countries such as Brazil, Mexico and Spain, or in a 'written' form, i. e. using forced 
subtitles for the translation of these captions. Forced subtitles are subtitles of the burnt-in 
captions that appear in a film used in the case of film dubs. Thus, despite the fact that a 
film is dubbed in another language, its burnt-in captions are still subtitled and appear as 
written text on the dubbed version of the film. In the case of DVDs in particular, where 
the viewers are given the option to select the audio in their language (e. g. French audio 
for an English film) and the selection of the subtitles would be 'none' or 'off, forced 
subtitles would still appear, justifying the very name given to them. 
2.4.3 The Notion of Audiovisual Text 
As has already been mentioned, irrespective of the screen translation method followed, 
it is the entirety of the film that the subtitler or dubbing adaptor needs to pay attention to 
in order to make its translation successful. This is because in the case of films, the text 
that is translated is not merely the actual textual elements found in the film, i. e. the ones 
analysed in Section 2.4.2 above, but the film in its entirety. This is often referred to as 
audiovisual text. 
To provide a definition of audiovisual text and a summary of the elements that 
characterise it, it is necessary to take a step back and look at translation as an act of 
communication. According to de Beaugrade and Dressler's definition, in any 
communicative occurrence, any text has to meet seven standards of textuality: cohesion, 
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coherence, intentionality, acceptability, informativity, situationality and intertextuality 
(1981). Hence, text is not merely written text, but any utterance, whether spoken or 
written. There are several typologies in Translation Studies to account for the different 
types of texts and Reiss, as will be examined in detail in the following chapter, was the 
first one to speak of 'audiovisual' texts (1971), which she later re-named 'multi-medial' 
texts (Reiss & Vermeer 1984) to account for texts, such as films, that interact with the 
visual component as well as the acoustic one. 
The simplest way to understand the notion of audiovisual texts, however, is to see them 
in relation to all other kinds of texts, thus distinguishing the similarities and differences 
between them. From this point of view, it is Zabalbeascoa's classification of text types 
that is of particular interest, as it places audiovisual texts in a wider context. According to 
Zabalbeascoa, the are six types of texts: 
1. Read only, where nonverbal elements have very little relevance; e. g. a 
novel. 
2. Read and seen (verbal and nonverbal visual signs); e. g. a comic book, or 
an entirely verbal text where layout, formatting and/or colours are highly 
relevant or meaningful (a frequent case in advertising). 
3. Heard only (verbal and nonverbal sounds); e. g. a radio program. 
4. Heard and seen (including verbal and nonverbal signs); e. g. a play 
performed on stage. 
5. Heard and seen and read; e. g. a film with subtitles or with written 
messages in the original picture. 
6. Seen and/or heard only (including only nonverbal images and sounds); 
e. g. a comic strip with no words, some silent films. 
Zabalbeascoa 1997: 340 
The important element that can be observed in Zabalbeascoa's classification of film 
types is the mode of perception, i. e. acoustic, visual or both. What is not taken into 
consideration though is the medium itself. Films, for example, as Sokolis successfully 
illustrates (2000: 18), can be seen on a television screen or at the cinema, but also on 
computer screens. This calls for another delimiting parameter, which defines audiovisual 
texts as opposed to hypertexts, which are also received through the same medium. The 
difference between films and other types of hypertexts, such as a webpage that can be 
viewed on a computer screen, is that the latter may be static or moving whereas films 
and audiovisual texts in general always involve moving images. The difference between 
hypertexts that involve moving images and films is that in films "there is a predetermined 
succession of non-repetitive images in absolute synchrony with the verbal elements" 
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(Sokoli 2000: 18), what Mayoral et al. refer to as "character synchrony" (1988: 359). The 
final decisive factor that differentiates between films and hypertexts is interactivity, as in 
the case of hypertexts it is the viewer that decides on the sequence of the elements, 
whereas in the case of films (with the possible exception of DVD and nowadays 
interactive TV), this is also predetermined and cannot change. 
The features of audiovisual text as opposed to other kinds of texts have been 
summarized by Sokoli (2000: 18) as follows: 
Reception through two channels: acoustic and visual. 
Vital presence of nonverbal elements. 
Synchrony between verbal and nonverbal elements. 
Appearance on screen - Reproducible material. 
Predetermined succession of moving images - Recorded material. 
As these are the determining features of audiovisual texts that differentiate them from all 
other kinds of texts, it is of utmost importance that they are taken into consideration in 
any type of screen translation. 
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2.5 CONCLUSION 
This chapter serves as an introduction to screen translation and subtitling in particular. 
Such an introduction was considered necessary because of the degree to which screen 
translation depends on moving images themselves. From the moment it came into 
existence, cinema brought about the creation of a completely new language, which 
involves three aspects, namely image, sound and words. The problem of translation is 
how to cope with this threefold creative relationship without losing the viewer at the 
same time. 
The chapter is dedicated to a thorough analysis of the history of screen translation 
methods (subtitling and revoicing) from the very beginning of their existence, which 
coincides with the birth of cinema as a medium, their subsequent growth and 
development, up to the final stage in which they are today. The whole process of 
subtitling in particular has been broken down into stages and examined in detail, from 
the moment a job is assigned by the distributor/client to a subtitling vendor up until the 
moment the film is screened or broadcast. The advantages and disadvantages of 
subtitling have also been analysed, as they are important from a subtitler's point of view, 
in order to stress the advantages and constraints of this translation genre that 
differentiate it from any other and adapt the translation strategies used in it accordingly. 
The subtitling process can be summarised in a nutshell as a "triple adaptation" (Nir 1984: 
91), as the categories of problems that need to be tackled by the subtitler/translator in 
the subtitling process are three: the transfer of text from one language (SL) to another 
(TL), leading to all traditional translation problems; the medium conversion from speech 
to writing, leading to language style problems; the reduction of the dialogue, leading to 
cohesion problems. The filmic and textual features of film were also analysed at the end 
of this chapter, in order to explain the notion of audiovisual text, as it is important to 
establish the identity and characteristics of the Source Text (ST), before we delve any 
deeper into the strategies used for its most appropriate transfer into the TL. 
The next chapter will consist of an analysis of the roots of screen translation theory and, 
in particular, subtitling theory, as these are found in the history of translation theory itself. 
A literature review of subtitling will also be made and the screen translation models that 
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have been put forth so far will be examined with the view of finding (and adapting if 
necessary) the most appropriate one for the analysis of the data collected (films subtitled 
from English into Greek). 
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(TJhe transfer of the original dialogues to printed 
captions involves a triple adaptation: translating a text 
into the target language (interlanguage conversion), 
transforming a spoken utterance into a written text 
(intermedia conversion), and finally reducing the 
discourse in accordance with the technical constraints 
of projection time and width of screen. 
Nir 1984: 91 
If we are to examine screen translation, and subtitling in particular, from a theoretical 
standpoint, it is important first to establish the relationship of screen translation to 
translation in general. As the literature available on screen translation is limited and has 
only started flourishing lately, one can only look at translation theory as formulated in the 
20th century to establish a theoretical framework of screen translation. The notion of 
'equivalence', the term that has occupied the interest of translation scholars' minds for 
centuries, will be the angle from which this examination will be conducted. 
Theoretical discussions over the centuries about translation in general, or translations in 
particular, have always been closely associated or even identified with discussions about 
the possibility, the impossibility or even the degree of possible equivalence that exists 
between two texts: the Source Text (ST) and the Target Text (TT). Equivalence is, thus, 
the most widely known and argued about concept in translation theory. It can be 
established at different levels and there has never been a widely accepted definition, 
which has resulted in much controversy, as scholars have used the same term in their 
different approaches. Equivalence has also been associated -or even identified- with 
adequacy. Confusion still exists as to its very essence, but lately many western scholars 
tend to disregard it altogether and have proclaimed the whole issue of equivalence to be 
"dated" (Snell-Hornby 1988: 15), whereas others simply discuss the same concept using 
other terms. 
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However, since all translation is concerned with the transfer from one linguistic code to 
another, the issue of equivalence, irrespective of the approach taken to the subject, lies 
at the very heart of the translation process and is a phenomenon worth examining. The 
development in Translation Studies over the past 40 or so years has resulted in the birth 
of various schools of thought that have approached the subject of equivalence from 
various different viewpoints. 'Equivalence' as a translation term owes its origin to the 
Russian formalist Roman Jakobson, who is considered to be its father; he was the first 
to use the enigmatic expression "equivalence in difference" (1959: 55) and to ever refer 
to 'equivalence' as a concept. 
But, how is equivalence to be defined in the case of subtitling? There are various starting 
points for a study of this phenomenon, as equivalence can be established at various 
levels, but the most common one is the linguistic level. If we are going to examine 
subtitling following the well-trodden path, i. e. from a linguistic point of view, it is 
necessary to establish a framework for this examination. Since the first references to 
screen translation also date back to the 1960s, a profitable approach would seem to be 
the examination of how screen translation has been dealt within the framework of 
Translation Studies; this in turn will lead to a discussion of different theories of screen 
translation and, in particular, subtitling. 
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3.1 EARLY DEVELOPMENTS RELATED TO SCREEN TRANSLATION 
A contrastive analysis of translation theories in the 20th century as regards the issue of 
equivalence reveals the existence of many different theoretical frameworks that have 
been applied in order to provide a complete picture of this ambiguous and vague 
concept. However different and contrastive these theories are, they complement each 
other and shed light on various dimensions of the complex phenomenon of equivalence. 
The question that presents itself in the context of this study is the place of screen 
translation among available theories. How is equivalence defined in the case of Screen 
Translation? 
Screen Translation is a type of language transfer characterised by features that 
differentiate it from any other kind of translation while, at the same time, nudging closer 
to Interpretation. The fact that screen translation deals both with the oral and the written 
mode has led some theorists to describe it as a "hybrid between translation and 
interpretation" (Scandura 1993: 446). Thus, before trying to answer questions related to 
the issue of equivalence in screen translation, it would be helpful if we first try to delimit 
screen translation and place it within the so far known definitions of translation. This way 
we will avoid creating any problems by inventing yet another definition and adding to the 
terminological diversity of translation theory; we will also promote an initial comparison 
between screen translation and other translation modes, the immediate result of placing 
screen translation in an already existing framework. Screen translation has already been 
compared, besides interpretation, to other modes of language transfer, such as the 
translation of poetry, a comparison that, although based on some logic, is somewhat 
superficial. Nida was one of the first to declare that the restrictions present in screen 
translation are much more stringent compared to those in the translation of poetry or 
song lyrics (1964: 177). It is, therefore, of utmost importance to first place screen 
translation to its place in the translation paradigm, before we can examine it further. 
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3.1.1 Catford and (the Impossibility of) Screen Translation 
One of the first to formulate a theory on translation based on linguistics was Catford. In 
his book A Linguistic Theory of Translation (1965), he distinguished and analysed many 
different types of translation in an attempt to account for all its facets. 
The most important distinction made by Catford in relation to screen translation is the 
distinction drawn between total and restricted translation. "In total translation, SL and TL 
texts or items are translation equivalents when they are interchangeable in a given 
situation"; the aim in total translation is, therefore, not to select equivalents with the 
same meaning, but equivalents with "the greatest possible overlap of situational range" 
(Catford 1965: 49). Translation equivalence for Catford "occurs when an SL and a TL 
text or item is relatable to (at least some of) the same features of substance", where 
"substance" in total translation stands for "situation-substance", for "phonic-substance" in 
phonological translation and for "graphic-substance" in graphological translation (1965: 
50). Therefore, in order for translation equivalence to be achieved, the two texts should 
relate to a "community of relevant substance" (Catford 1965: 52). 
This prerequisite enables us to posit the limits of translatability in restricted translation, 
which can be summed up in the phrase that translation between media or between 
different medium levels is impossible (Catford 1965: 52-3). On the basis of Catford's 
definition of equivalence, subtitling (one of the two main types of screen translation) is 
impossible, since the substantial features relevant to phonic and graphic substance are 
completely different, or in Catford's own words: "there can be no question of a 
phonological item being relatable to the same substantial features as a graphological 
item" (1965: 53). 
Furthermore, Catford also distinguishes between "transcoding" and translation; he 
describes transcoding as the switch from one medium, or code, to another. Subtitling is 
one of the clearer examples of transcoding, since a switch from the spoken to the written 
medium takes place in the subtitling process. Catford stresses the fact that transcoding 
is a different process from translation and that the two cannot possibly overlap, since he 
considers meaning to be a code (or language) related property (1965: 41-43). 
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3.1.2 Jakobson and Screen Translation 
Jakobson expanded Catford's limited concept of translation using a tripartite model to 
describe his more generalised notion. One of his categories consists of translation as 
commonly thought of and traditionally known, i. e. from one language into another; 
Jakobson calls this category interlingual translation or translation proper and describes it 
as the translation type in which the verbal signs of a given language are interpreted by 
the verbal signs of another language (1959: 55). 
However, Jakobson distinguishes more translation types and includes in his model 
procedures that are not normally considered translation. Thus, he considers rewording, 
i. e. the interpretation of verbal signs of a language by other verbal signs of the same 
language, as a valid translation procedure, which he classified as intralingual translation 
(1959: 55). 
He also discusses translation between different "codes" -something Catford considered 
impossible- under the heading of intersemiotic translation or transmutation. Subtitling 
could have been seen as a case of transmutation if it was intersemiotic; however, it is 
intrasemiotic translation, as the transfer still takes place within the boundaries of the 
same verbal code and does not alter the original, which remains in the final TL version. 
Furthermore, the two main types of subtitling, i. e. interlingual subtitling (from one 
language to another) and intralingual subtitling (i. e. subtitling for the deaf), share 
characteristics of the first two translation types of Jakobson's categorisation respectively. 
Subtitling is not a clear-cut case of one of Jakobson's three categories; it rather shares 
elements of all three, thus justifying its existence as a translation mode, but still remains 
unclassified forming a category of its own. 
3.1.3 Eugene Nida and Screen Translation 
In his book Towards a Science of Translating (1964), Nida repeats Jakobson's division 
of translation into three different types to include screen translation. He too distinguishes 
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between intralinguistic, interlinguistic and intersemiotic translation (Nida in Zabalbeascoa 
1994: 94). 
Eugene Nida was one of the first translation theorists to make a case for screen 
translation and link it to the subject of dynamic equivalence. He pointed out that in the 
translator's effort to produce the maximum degree possible of dynamic equivalence in 
the translation of a text into the receptor' language, there are two main types of 
restrictions: linguistic and cultural. Cultural restrictions have to do, for instance, with the 
existence of dialects in the receptor language as well as with the fact that already 
existing translations of the text may exert pressure on another attempt to translate the 
text into the same receptor language. Cultural restrictions may be found in all types of 
translations, including screen translation. Under linguistic restrictions Nida classifies 
anything related to literary forms, such as poetry, proverbs, etc., as well as "the vehicle 
used as an accompanying instrument of transmission of the message" (1964: 176), as in 
the case of songs or motion pictures. 
Nida, thus, recognises the importance of screen translation and the special constraints 
that characterise it and shares P. -Fr. Caille's views (1960) regarding the point the latter 
raises about the "total impact" of screen translation (Nida 1964: 178). However, when 
Nida talks about the translation of motion pictures, he mainly refers to dubbing; he rightly 
acknowledges the inherent and much more severe complications that are involved in 
dubbing as compared to subtitling, but he fails to recognise the ones involved in 
subtitling, which he denounces as "no great task" (Nida 1964: 178). 
3.1.4 E. Cary and Traduction Totale 
The "total impact" of dubbing is an issue discussed by other people in addition to Nida 
and P. -Fr. Caille. E. Cary, a fervent supporter of the supremacy of dubbing, has even 
used Catford's term 'total translation' ("traduction totale") as a description. E. Cary 
considers dubbing the utmost example of "traduction totale", which for him equals total 
Nida favours the term 'receptor' rather than 'target' language. 
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fidelity = fidelit6 totale" (Cary 1960: 112)- i. e. the respect of and simultaneous fidelity of 
all aspects of language. 
Dubbing is primarily the translation of an SL text into a TL text; however, it also employs 
the mechanism of lip synchronisation as well as internal synchronisation -"synchonisme 
interne" according to Cary (1960: 112) or "character synchrony" according to Fodor 
(1969: 77)- in order to be faithful to the ST articulation, gestures, bodily movements, as 
well as identify the original characters in the film. Most genres of translation focus on 
some or one of these aspects, whereas dubbing chooses to be faithful to all: 
C'est le seul genre qui soit tenu de respecter aussi bien le texte ecrit que la vie de 
la parole et toute I'äme - apparente et secrete - du langage sous toutes ses 
formes: articulation, mimique, gestes, attitudes, aussi bien que comportement 
intellectuel et moral. Si l'on tient ä hierarchier les genres de traduction, ne serait- 
ce pas le doublage qui meriterait d'occuper le sommet de la pyramide, ('extreme 
pointe vers laquelle convergent et tendent tous les autres genres sans jamais y 
atteindre? Tous les autres genres ne connaissent qu'une des facettes du 
langage: le doublage accepte d'etre fidele ä toutes. 
Cary 1960: 112-113 
Of course, the degree to which dubbing actually achieves this 'fidelity to all' is a question 
to be debated. However, Cary does succeed in describing characteristically the ideal 
situation in dubbing. 
One might claim, however, that, to some extent, the same argument could also hold true 
of subtitling. Subtitling is a polysemiotic translation activity, as it involves respect for both 
the aural and visual communication channels. The subtitler cannot disregard either of 
them, a fact easily verified by the number of ludicrous mistakes made by subtitlers who 
have had to deliver translations based on the script alone, without watching the actual 
film. Synchronisation is also an important factor in subtitling as it can reflect or destroy 
the tempo of the film and its dramatic progression. The job of a good subtitler is to take 
all the above parameters into consideration and try to reproduce the total message and 
impact of the original. 
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3.1.5 The 'New' Concept of Translation 
Jakobson's categorisation represented the beginning of the expansion of the concept of 
translation. This approach has been adopted by Hatim & Mason, who, in their book 
Discourse and the Translator, refer to translation as the creation of 'a new act of 
communication out of a previously existing one' and emphasise its 'multifarious' nature 
as well as the fact that it takes place within a given social context (1990: 1-3). Based on 
this, they recognise and openly admit that 
the way is open to a view of translating which is not restricted to a particular field - 
religious, literary, scientific - but which can include such diverse activities as film 
subtitling and dubbing, simultaneous interpreting, cartoon translating, abstracting 
and summarising, etc. 
Hatim & Mason 1990: 2 
This stance has also been adopted by Steiner who has extended it even further to 
include all human communication in the definition of translation (1992: 250). 
3.1.6 A Typology of Language Transfer Modes 
In this new expanded concept of translation, Henrik Gottlieb has attempted to set the 
limits of screen translation, in order to enable it to find its place in the translation 
spectrum. He has attempted to form a typology of translation -where the term 
'translation' Is used in its more general sense to include all modes of language transfer- 
based on the analysis and distinction of various translation types in terms of time and 
semiotic composition. Using time as his basis of classification, he characterises a 
translation as: 
a) synchronous, when the presentation of the original and that of the translation is 
simultaneous, 
b) non-synchronous, when the original is not perceived by the TL audience, or 
c) delayed, when the production and the presentation of the original is 
simultaneous, but the presentation of the translation is delayed (Gottlieb 1994b: 
270). 
When the basis of the analysis is semiotic composition there are two basic distinctions 
that can be made as regards the text types involved: 
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a) monosemiotic or polysemiotic texts, depending on whether one or more channels of 
communication are used respectively, and 
h) isosemiotic and diasemiotic texts, depending on whether the same or different 
communication channels are used both in the original and in the translation (Gottlieb 
1994b: 270). 
Following this analysis, the typology of translation proposed by Gottlieb and in which all 
general categories of language transfer are included, is as follows: 
Table 6: A Typology of Translation by Henrik Gottlieb 
Semiotic composition Time-defined categorisation 
Synchronous Delayed Non-synchronou 
Mono- & isosemiotic 
Sl, ý ch Radio interpreting 
_____ Written translation 
Mono- & diasemiotic 
Speech --- ----- Book translation 
on audiota 
Writing ---- Interpreting Minutes 
for the deaf (from a meeting) 
Poly- & isosemiotic 
Writing + Image ----- ----- Translation of 
comic books and 
Speech + Image ----- Simultaneous ----- 
interpreting 
_ Speech + Image Dubbing TV voice-over TV commentary; 
+ Music & Effects Performance of 
translated drama 
Poly- & diasemiotic 
Speech + Imago Subtitling Simultaneous 
+ Music & Effects subtitling 
+ Wrilinn 
Gottlieb 1994b: 271 
An analysis of the various modes of language transfer, including a preliminary 
comparison, has also been attempted by Yves Gambier in his article "Audio-Visual 
Communication: Typological Detour", in which he stresses the need for further 
exploration in the field of Translation Studies as regards this new translation genre, i. e. 
"translation in the media" (1994a: 277). 
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3.2 SUBTITLING: A HYBRID BETWEEN TRANSLATION AND 
INTERPRETATION 
3.2.1 Screen Translation: Horizontal, Vertical and Diagonal 
Since we have suggested that Screen Translation be viewed within the parameters of 
language transfer, a schematic representation of it may now be helpful in order for the 
most obvious similarities and differences regarding the medium through which it is 
realised to be shown. 
In order for this schematic representation to be complete, it is appropriate to begin by 
showing the two most widely known types of language transfer: Interlingual Translation 
and Interpreting. Both of them are horizontal types of language transfer. Their one- 
dimensionality is obvious in the following diagram: 
SOURCE LANGUAGE TARGET LANGUAGE 
SPEECH speech interlingual interpreting speech 
WRITING writing interlingual translation writing 
adapted from Gottlieb 1994a: 104 
Figure 1: Schematic representation of translation and interpreting 
Screen translation is divided into two types: subtitling and revoicing (in which dubbing is 
also included). Whereas revoicing is a horizontal type of translation and its schematic 
representation coincides with that of interlingual interpreting, subtitling is a different type 
and can either be vertical or diagonal. Thus: 
SOURCE LANGUAGE TARGET LANGUAGE 
SPEECH speech revoicing speech 
vertical diagonal 
subtitling subtitling 
WRITING wri±ng writing 
adapted from Gottlieb 1994a: 104 
Figure 2: Schematic representation of subtitling and revoicing 
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Vertical (intralingual) subtitling is usually undertaken for hearing-impaired people or for 
foreign language learners, whereas the majority of subtitling cases involve diagonal 
(interlingual) subtitling. It is on this "oblique" translation procedure (Gottlieb 1994a: 105) 
that we will focus here. 
3.2.2 The Crossover from Oral to Written Mode 
The schematic representation above clearly illustrates that subtitling, both vertical and 
diagonal, constitutes a case of crossover from one genre to another, which has been 
established since Jakobson as yet another translation type. Hervey & Higgins discuss 
the case of crossover from one genre8 to another and distinguish four main types of 
crossovers, including subtitling: 
a) oral ST => written ST (transcript) => written TT, but suitable for oral performance 
(e. g. translation of song lyrics) 
b) written ST => considerations of oral performance of ST => written TT, but suitable for 
oral performance (e. g. translation of theatrical plays) 
c) oral ST & transcript => written TT, suitable for silent reading (e. g. subtitling) 
d) written ST => recourse to oral performance of ST => written TT, suitable for silent 
reading (e. g. translation of poetry) (1992: 158). 
It is noteworthy that Hervey & Higgins' classification is quite different and more complex 
than that proposed by Gottlieb. This is because it is not just the end product that they 
take under consideration, but also the ways in which the TT will be used. Furthermore, 
the question of the ST appears to be more complicated than one might think. Even 
though the ST and the TT may belong to the same medium, considerations of whether 
the ST is going to or has been used in another medium than the one in which it originally 
belongs account for cases that would not normally have been considered as crossovers 
(e. g. poetry). 
8 The terms 'mode' and 'genre', as well as 'channel' and 'medium' are used as in the bibliography 
quoted. They are used almost interchangeably, as there seems to be some terminological 
confusion in the field. 
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3.2.3 Toury & the Appropriateness of the Source Text 
The nature of the ST is one that has been given limited attention by translation theorists, 
as it is usually something that is taken for granted. This is a question that Toury has 
addressed. According to him, the "appropriateness" of the ST is a factor not to be 
underestimated, since the identification of the "correct" ST plays a very important role in 
the assessment of the end result of the translation procedure. 
Toury illustrates this by referring to the example of subtitles. In the case of subtitles the 
question of the ST is more problematic than one might think. At first glance, the issue of 
which text constitutes the ST to be used seems to be quite simple, he claims: the ST is 
the spoken version of the film. Still, this is not always the case, since subtitlers often -it 
is bad practice, but it is, however, a fact- have no recourse to the videotaped version of 
the film and have to base their work on the script used in the language (SL) that is used 
for the spoken version. Hervey and Higgins seem to think that the ST in subtitling is the 
oral text plus its transcript, which is more than often not the case in real life. One might 
also argue, claims Toury, that the ST is a previous text that the original script drew from, 
or a translation of the previous text in the language used for the subtitles or any other 
language. Finally, the ST might even be a combination of some or all of the above 
alternatives (Toury 1995: 76). 
Toury's views, however, do not change the fact that subtitling, as it appears in the end 
product, is a case of crossover from the oral to the written mode, or that in standard 
subtitling procedures the subtitler is basing his/her work mainly on the spoken version of 
the film, but may also have recourse to the written script. Still, this question should not 
be left unanswered if we want to be fair when assessing the end-result of the subtitling 
procedure, as it can account for some of the serious mistakes that are often found in 
subtitles. In the case study analysed in Chapter 4 of this thesis, the ST is taken to be the 
spoken version of the film, transcribed with the help of published pre-production or post- 
production scripts available. 
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3.2.4 Problems Specific to Crossovers 
Hervey and Higgins also expand on the subject of crossovers by stressing their 
characteristic features and pointing to problems that are specific to this translation type. 
The most important comment they make is warning the translator not to lose sight of the 
genre-typical features of, say, the oral mode in the text's transfer to the written form, or 
vice versa. In subtitling, for example, they warn against the danger of making actors talk 
like characters taken out of books and not like real-life people (1992: 159). 
Henrik Gottlieb, in his article "Subtitling: Diagonal Translation" (1994a) analyses the 
features that distinguish spoken from written texts. These features can be divided into 
two main categories, which correspond to two fundamental traits of spoken language: 
firstly, one encounters a lot of implicit language in speech, whereas everything (or 
almost everything) is explicated in writing, and, secondly, different aesthetic norms are 
followed in speech (Gottlieb 1994a: 105). Especially in spontaneous speech, 
characteristics such as slips of the tongue, pauses, unfinished sentences, 
ungrammatical constructions, etc. are very frequent and very difficult to reproduce in 
writing, due to the different aesthetic norms. Furthermore, dialectal, socio-lectal and 
idiolectal features that contribute to the formation of the character of fictitious or even 
real people are also very difficult to reproduce in writing and make sense at the same 
time. 
However, the primary role of subtitles is to help the TL viewers understand as easily as 
possible the action that takes place in the original production. This element is sufficient, 
even if we do not take into account the difficulties posed by the spatio-temporal 
constraints of the medium, to render the reproduction of speech elements in subtitling 
almost impossible. The switch from the spoken to the written mode is necessary if the 
goal of the subtitling process, i. e. that the TL audience understands what goes on as 
fully and as easily as possible, is to be achieved. 
Bearing this in mind, one wonders if anything can be done to reproduce the oral 
characteristics of film in its subtitles, as Hervey and Higgins suggest. It goes without 
saying that using a phonetic transcription to reproduce a regional or social dialect does 
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not facilitate the readability of the subtitled text, as this would hinder comprehension of 
the message by adding dramatically to the reading time necessary for such a subtitle. 
Expressions such as "whadda ya doin? " wouldn't be used in subtitles for instance, even 
if this would render the utterance of the speaker in the most equivalent way possible. 
Yet, it is still possible to find a compromise between making the subtitles easily readable 
and injecting them with features of the spoken language, so as to increase the 
believability of the characters on the screen. The job of a subtitler involves a lot of 
decision-making regarding the priority of elements of speech in each individual case, 
since the factors that make priorities shift abound and differ from one film to another. 
The rendering of oral elements, such as accents, in subtitles may be necessary, if such 
elements are there to promote the plot. Rather than reproducing the sociolect of a 
character, a subtitler can make use of appropriate (simpler) vocabulary to indicate the 
educational level and social class of the character. On other occasions, such as 
stuttering in a character's speech, the subtitler may decide not to reproduce this at all, as 
viewers would have resource to this information from the voicetrack of the film. 
It is worth noting at this point, that subtitles for hard-of-hearing people on the contrary do 
contain many of the above features, if time and space allows for them. Such subtitles 
tend to be a lot more verbatim than traditional interlingual subtitles because hard-of- 
hearing viewers are not able to hear elements of the audio that are available to hearing 
ones, such as hesitation, etc. For example, a dialogue in the form of 
- I'm fairly independent. 
- Mm. 
where the second speaker indicates affirmation by using the utterance "mm", would be 
fully transcribed in subtitles for hard-of-hearing viewers, whereas the utterance "mm" 
would be omitted when subtitling for hearing viewers. Hard-of-hearing subtitle files are 
specially constructed to transcribe all aspects of a programme's audio content including 
song lyrics, sound effects (e. g. "Bell tolls"), music cues (e. g. ": Church organ") as well as 
character identification. 
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3.3 TRANSLATION THEORY APPLIED TO SCREEN TRANSLATION 
Now that we have placed screen translation in the translation paradigm, we may 
proceed to examine definitions of equivalence and linguistic theories in relation to screen 
translation. 
3.3.1 The Audio-Medial Text-Type 
If we are to follow a text-linguistic typology of translation, it is of utmost importance to 
examine the type to which a given text belongs, so that we can also determine which 
strategies to follow when translating it. According to Reiss's typology (1977), there are 
three basic text types: the informative, the expressive and the vocative, as well as a 
fourth one: the audio-medial text type (or "multi-medial", as it was later re-termed). The 
audio-medial type refers to texts that require technical means for their transmission and, 
clearly, all screen translation texts belong to this category. However, the fact that a text 
is of the audio-medial text type does not mean that it does not belong to one of the other 
three basic types as well, since this fourth text-type, as defined by Reiss, is not 
equivalent to the first three, but perpendicular to them, as Table 7 demonstrates 
schematically. Thus, an informative text can be audio-medial or non-audio-medial and 
the same goes for an expressive or a vocative text. This can easily be demonstrated if 
we consider a TV documentary, which is obviously an audio-medial text, since it requires 
technical means for its transmission (namely, the television), but it is also informative, as 
its main function is to inform viewers of certain facts. The same categorisation would 
apply to a news item, which constitutes an informative text type and it is also of the 
audio-medial text type if broadcast on radio or television, or of a non-audio-medial type if 
printed in article form to appear in a newspaper column. 
Table 7: Schematic representation of text types by Reiss 
audio-medial text type 
informative text type expressive text type operative text type 
Reiss 1977: 111 
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Cases of texts that belong to one type only are few; it is more frequent that a text shares 
the characteristics of several types, but only one of them is usually predominant. Thus, a 
political speech broadcast on television would be a vocative audio-medial text (but also 
partly expressive or informative) and a talk show would be a primarily expressive audio- 
medial text (although it could also be partly informative or vocative). 
It is obvious from the table above that the only difference between a non-audio-medial 
text and an audio-medial one is the technical constraints found in the latter. From this 
observation follows that the only difference in the translation strategies employed for the 
translation of an audio-medial text would be determined by their different manner of 
transmission. One could oversimplify this statement and claim that when translating 
audio-medial texts the translation techniques of non-audio-medial texts are used by 
simply modifying them to cater for the technical constraints involved. 
3.3.2 Juliane House and Screen Translation 
House's model for translation assessment is a pioneering piece of work. Her model 
stresses the importance of pragmatics in translation and enriches the linguistic approach 
with the introduction of functionalism. It is based on a typological analysis of the ST in 
order to establish its function, so that functional equivalence can be established in the 
TT. Establishing functional equivalence between ST and TT forms the basis for House's 
model. The more a translation is contextualised in terms of a specific language and 
culture, the greater the need for the translator to build functionally relevant situational 
features into the TT. 
This is particularly evident in the case of screen translation, where cultural elements are 
not only evident in the dialogues but also in the picture. House's own procedure in this 
case is either to apply a second level function in the case of overt translations (i. e. 
translations in which it is impossible to maintain the same function in the TT) or to apply 
a cultural filter in the case of covert translations (i. e. translations in which both the ST 
and the TT share the same function). 
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Screen translation has already been categorised on the basis of House's typology by 
both Peter Fawcett and Henrik Gottlieb. The former considers both types of screen 
translation (i. e. subtitling and dubbing, but this argument could be extended to include all 
other sub-categories of revoicing) as cases of overt translation. In commenting on 
House' model, Fawcett states that "although the detailed working of the model seems 
somewhat murky, the distinction clearly applies to film translation in the sense that, in 
spite of all claims of attempted naturalisation, [... ] a dubbed or subtitled film is always an 
overt translation" (1996: 75). Gottlieb, on the other hand, agrees as far as subtitling is 
concerned, but considers dubbing a clear case of covert translation: 
Subtitling is an overt type of translation, retaining the original version, thus laying 
itself bare to criticism from everybody with the slightest knowledge of the source 
language. [... ] As opposed to subtitling, dubbing - the ever-present rival - offers a 
discrete, covert mode of translation, replacing the entire dialog track, and 
sometimes even the accompanying music & effects-track, with a target-language 
version. 
Gottlieb 1994a: 102 
Gottlieb's reasoning is hard to argue against. Subtitling is indeed an overt mode of 
translation and little can be said to add to his argumentation. The ST is closely bound to 
the ST culture, a fact which is supplemented by both the visual and the acoustic 
elements in a given film which are clearly foreign, and the TT pretends to be nothing 
more than a translation of the ST. As regards dubbing, however, one cannot argue 
against either Fawcett's or Gottlieb's views. It is true that dubbing aims to be a covert 
translation, to give the impression of a second original, fulfilling the prerequisite of 
functional equivalence as postulated by House. However, this aim is rarely achieved, as 
in most cases the source culture maintains a strong presence in the TT through the only 
communication channel that is not replaced, i. e. the image, justifying, Fawcett's 
categorisation of dubbing as an overt translation. 
The cultural elements present in the image in the case of audio-medial texts require 
further discussion. It is not merely the background of the image (e. g. architecture, 
buildings, signs, etc. ) through which links with the source culture are established; cultural 
elements are also obvious in the characters themselves: they are manifested through 
their appearance, gestures, body movements and facial expressions. Thus, one could 
easily conclude that the kind of dubbing that comes closer to the ideal of 'covert 
translation' is the dubbing of certain types of cartoons in which the image does not 
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contain elements that can be described as pertaining to one particular culture (e. g. some 
science-fiction cartoons). 
3.3.3 Jakobson and Functional Equivalence 
Jakobson, as has already been mentioned, was the first to use the originally 
mathematical term 'equivalence' to describe the "relationship between formally different 
texts involved in translation". He was heavily criticised for this on the grounds that the 
relationship between the texts under consideration, namely ST and TT, is not "fully 
symmetrical and reversible" (Jakobson as cited in Jakobsen 1993: 162), which can be 
proved by the fact that a back-translation does not lead back to the original. This very 
argument could also hold true for screen translation. It can be refuted, however, on the 
basis of symmetry between ST and TT, in the sense that the TT can be seen as one 
possible translation of the ST; there is also full reversibility in the same sense when the 
translation is successful functionally (Jakobsen 1993: 162). After all, as Pedersen 
argues, in adopting a functionalist approach to translation, "it is hardly fair to ask more of 
a translation than we demand from monolingual communication, i. e. functional 
adequacy" (1988b: 15). 
The importance of 'functional relevance' postulated by the socio-linguistic approach to 
translation, is also stressed by Raphael Nir in his article "Linguistic and Sociolinguistic 
Problems in the Translation of Imported Films in Israel" (1984); his views seem to be a 
reiteration of House's proposition: 
The more a translation is contextualized in terms of culture and situation, the 
greater is the challenge for the translator to build functionally relevant features of 
the situation into the meaning of the target-language text. It seems indisputable 
that the translation of dialogue in films belongs to the category of translations 
which can be defined as highly contextualized. 
Nir 1984: 85 
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3.3.4 Thomas Herbst: Dubbing and Textlinguistics 
Thomas Herbst has expanded on the subject of equivalence in relation to the language 
of dubbing. A fervent advocate of dubbing, he made the somewhat doubtful claim that 
this method is the best solution as regards screen translation if dynamic equivalence is 
to be achieved. 
In his article "A Pragmatic Approach to Dubbing", Herbst discusses translation strategies 
in dubbing. He acknowledges the fact that the demands of lip-synch and nucleus-synch 
constitute a great problem as regards the naturalness of the TT and stresses the fact 
that a compromise has to be found (1987: 22). However, Herbst has a solution to offer 
as to the problem present in dubbing. He points out that most of the dialogue in dubbing 
scripts is there only to fulfil a general communicative function, i. e. the function of phatic 
communication, so it does not have to be translated word-for-word (Herbst 1995: 269). 
Following in the footsteps of Neubert, Herbst suggests a pragmatic (one could also call it 
'functional') approach to dubbing, in which the whole text is considered as the basic 
translation unit. According to his suggestions, all plot-carrying elements of the dialogue 
should be identified and so should all points in the dialogue that need to be given priority 
over visual elements, in which case natural sounding dialogue should be created (1995: 
270). Thus, an important distinction is drawn between "plot-carrying elements of 
meaning" and "speech act or atmospheric elements of meaning" in films, which makes 
clear that no sentence-for-sentence translation is needed (Luyken et al. 1991: 162). 
This approach to translation, not word-for-word, nor sentence-for-sentence, but text-for- 
text, an approach that Neubert supports, or even better scene-for-scene according to 
Herbst (i. e. a translation of the plot carrying elements of the scene as well'as its general 
tone) means that the translator is given such an amount of freedom that s/he can tackle 
the problems of lip-synch and nucleus-synch in the film better and achieve a more 
natural dialogue as regards both style and content. This approach also has the 
additional advantage that the dubbing adaptor has the freedom to add to the dialogue 
some additional background information, which will help the TL audience interpret SL 
referents (which they might have problems with) more easily (Herbst 1987: 22-23). 
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Following this discussion, Herbst goes on to propose his own definition of equivalence 
as regards dubbing, which could also apply to a larger or lesser degree to other modes 
of screen translation. According to Herbst, equivalence is more than mere equivalence 
at the word or sentence level and it should involve factors such as: 
equivalence of genre; 
equivalence of text quality; 
equivalence of meaning in a way that plot-carrying elements must be translated 
and atmospheric meaning elements must be expressed in some form or another 
in the translation; 
equivalence of character (including regional and social status); 
equivalence of cultural context, 
while the overall importance of the principles of lip-synch and nucleus-synch 
remains untouched 
Herbst 1987: 23 
Most of the types of equivalence Herbst distinguishes are self-explanatory. As regards 
text quality, it can be achieved through a more communicative, plot-oriented approach, 
while character is mainly expressed in films through accents and idiolect, elements that 
might not be fully reproduced in dubbing, but the information they pass on can often be 
verbalised and added in the target version. Equivalence of genre9 will be discussed in 
more detail below and also in Section 3.4. 
3.3.5 Semantic vs. Communicative Translation 
The never-ending dispute between literal (but not ungrammatical, in the Vinay & 
Darbelnet sense) and free translation or, even better, between semantic and 
communicative translation (Newmark) could be said to apply to screen translation as 
well. The question one has to ask oneself here is once again related to function, which is 
intricately linked in the case of screen translation to that of genre. 
The distinction drawn by Newmark as regards text types could easily be implemented in 
screen translation. Newmark uses Bühler's functional theory of language as adopted by 
9 We should note here that in cinematographic terminology the term of 'film genre' is often 
confused with 'film type', although they are not identical; the notion of 'type' is more general and 
that of 'genre' falls within its spectrum. Thus, romance, horror films, science fiction, are all 
categories, or 'genres', of the film 'type' of movies. Examples of other film 'types' are 
documentaries, mini series, talk shows, etc. 
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Jakobson (1988: 39-44). He analyses all six functions of language as distinguished by 
Jakobson (expressive, informative, vocative, aesthetic, phatic and metalingual), but he 
categorises texts in three main types that coincide with the first three functions (Bühler's 
distinction). However, Newmark's categorisation is practice-oriented: he describes the 
characteristics of each text type and proposes methods for their translation accordingly 
(1988: 45-53). 
If we try to adopt Newmark's schematic representation of text types (1988: 40) in order 
to apply it to screen translation the result would be something like the following table: 
Table 8: Newmark's schematic representation of text types 
adapted to screen translation 
Function Expressive Informative Vocative 
Core Writer 'Truth' Readership 
Author's status 'Sacred' Anonymous' 'Anonymous' 
Type Serious imaginative Areas of knowledge Publicity, popular 
literature, authoritative or events fiction 
statements, personal 
correspondence, 
autobiography 
Examples from Artistic films, screen Documentaries, Advertisements, 
screen adaptation of plays news reports, cartoons (except 
translation written by world educational-purpose when used for 
renown authors (e. g. programmes (e. g. educational 
Shakespeare), learning zone) purposes), soap- 
political speech operas, most 
broadcast on TV films 
According to Newmark, expressive texts should be translated semantically, whereas 
informative and vocative ones communicatively (1988: 47). As is obvious from the table 
above, the most important feature of expressive texts is the authority of the writer, so the 
personal nuances in them should not be normalised, whereas the translation unit "is 
likely to be small, since words rather than sentences contain the finest nuances of 
meaning" (Newmark 1988: 50). Thus, in a screen adaptation of a Shakespearean play, 
for example, the translator should have recourse to the most acknowledged book 
translation of this particular play in the TL and try to reproduce the meaning and style of 
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the original as closely as possible. Another case worth discussing is that of a political 
speech broadcast on TV. According to Reiss, such a text would be classified as a 
vocative one, i. e. a text that seeks to stimulate a particular response in the TL audience. 
However, according to Newmark's classification, the predominant characteristic of the 
text is the authority of the speaker, which classifies the text as predominantly an 
expressive one. 
According to Newmark, informative texts, on the other hand, should be translated 
communicatively, especially when they are badly written or contain inaccuracies, but still 
less communicatively than vocative ones. Since informative texts are most likely to 
contain a lot of terminology, great care should be given to its rendering in the TL, but in 
style they should be translated communicatively in order to make sense. Documentaries 
belong to this text type and should be translated accordingly. 
Vocative texts constitute the optimum case for the implementation of the communicative 
translation method. Since readership is the most important factor in their case, they 
should be written in a language immediately comprehensible to the TL audience. 
Newmark distinguishes two communicative "poles" in their translation: translation by 
standard terms and phrases and "recreative" translation, which is appropriate in cases 
where "the situation is more important than language" (1988: 50), as in the translation of 
action films, which could also be characterised as text types in which a `plot-oriented' 
translation approach should be applied. 
3.3.6 Vermeer: Skopostheorie and the Choices of the Translator 
Reiss and Vermeer are well known for their co-authored work Grundlegung einer 
allgemeinen Translationstheorie (1984) in which they approach translation equivalence 
from a completely different and 'fresh', for their time, perspective. At the time, their 
approach was seen as revolutionary and was initially believed to solve all the problems 
with respect to equivalence (although this was later proved not to be so). Neither Reiss 
nor Vermeer insist upon a perfect translation as an aim, but, quite the contrary, urge 
translators, if nothing more, to aim towards the "optimal" solution by which the actual 
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conditions each translation commission is characterised (Vermeer 1989: 184). They too 
maintain that translation is a cross-cultural event, however, one conditioned by the 
function of the particular text in the target culture. But although they denounce the notion 
of one perfect translation for a given text, they consider a statement of skopos 
necessary, otherwise a translation cannot be carried out at all. This statement also 
applies in screen translation, where the translation commission is of utmost importance, 
as it determines the actual conditions under which the screen translator will have to 
work, which also influence the outcome of the translation process. 
Thus, what is of utmost importance in the skopostheorie is the actual functionality of the 
translation. In the words of Vermeer "[s]kopos theory strictly regards translating from the 
point of view of a text functioning in a target-culture for target-culture addressees", 
whereas the notion of optimal functionality is also raised later on in the book (1996: 50). 
Since the 'skopos' of a given text varies according to its receivers, it is possible that the 
'skopos' of the original and that of the translation may not be the same. When the same 
'skopos' is retained in the translation, we have a case of functional consistency, or 
Funktionskonstanz; when, however, the 'skopos' in the translation alters, we have a 
change of function, or Funktionsänderung, which also means that the standard of the 
translation is no longer intertextual coherence between source and target text, but 
adequacy. This is the case, for example, when a particular (SL) television programme is 
used in another (TL) culture for educational purposes, referring to the culture of its origin 
(source culture). With the introduction of adequacy as a criterion for translations there is 
a theoretical allowance for the translator to make textual changes in case of cultural 
differences, for example. 
As a result, if a functionalist view of translation is followed, strategies that otherwise 
would have been classified under adaptation (such as paraphrase, reformulation, 
popularisation, etc. ) can now easily be used as acceptable translation strategies. 
Furthermore, skopostheorie accounts for those cases when a text is used in a different 
way than the one in which it was originally destined to be used by a mere change of 
'skopos', or translation commission, and still be acceptable as a translation. An example 
of such a case would be films/programmes viewed by audiences other than the ones 
P. GEORGAKOPOULOU 103 
TOWARDS A SCREEN TRANSLATION THEORY 
they were originally intended for (e. g. SL programmes used in the TL culture for 
educational purposes regarding the SL). After all, translation is a decision-making 
process with given criteria on which these decisions are based; in the words of P. -Fr. 
Caille: "Traduire c'est creer. Creer c'est choisir. " (1960: 107). In the case of functionalism 
the main criterion that determines the choices made in the translation process is the 
'skopos' of the text (Schäffner 1998: 236-238). 
3.3.7 Polysystem Theory 
The factors on which the translator's choices and decisions are based or by which the 
latter are governed have been discussed in detail and treated analytically by polysystem 
theorists. It has been shown so far that the definitions of equivalence abound in 
Translation Studies. Screen translation, due to its specific spatio-temporal constraints, 
has often been identified more with adaptation than with translation proper and, thus, 
excluded -or, at best, marginalised- from the domain of Translation Studies. However, 
the emergence of polysystem theory and the views of translation theorists such as Theo 
Hermans on literary translation1° have given a fresh motivation in the study of screen 
translation alongside other translation modes. 
In the realm of polysystem theory theorists examine the ways in which the social and 
literary conventions of the target culture affect the aesthetic presuppositions of the 
translator and, thus, indirectly govern his/her translational choices and decisions 
(Gentzler 1993: 107). Literature and translation do not exist by themselves, but their very 
existence is affected by the polysystem of culture in which they belong. According to 
Even-Zohar, "translated films (like translated literature) are actually polysystems 
functioning within larger target film polysystems which cannot be detached from yet 
other polysystems, thus in a way becoming 'various strata within a single whole' which 
may be taken as a 'megapolysystem'" (Even-Zohar as cited in Bengi & Öner 1991: 423). 
'o "[A] view of literature as a complex and dynamic system; a conviction that there should be a 
continual interplay between theoretical models and practical case-studies; an approach to literary 
translation which is descriptive, target-oriented, functional and systemic; and an interest in the 
norms and constraints that govern the production and reception of translations, in the relation 
between translation and other types of text processing, and in the place and role of translations 
both within a given literature and in the interaction between literatures. " (Hermans 1985: 10-11) 
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This point made by Even-Zohar can easily be confirmed by the very nature of films 
themselves. Films are of a polysemiotic nature, since they involve a type of multi- 
channel and multi-code communication. Multi-channel communication, because 
communication takes place through two channels (the visual and the acoustic), and 
multi-code communication, because a number of different codes that pertain to various 
sign systems (such as literary codes, theatrical codes, kinesic codes, vestimentary 
codes, etc., as well as the cinematic code) are combined into the 'macro-sign' of film 
(Delabastita 1989: 196-197). If films, i. e. the originals, are of a polysemiotic nature, then 
their translations are bound to be of a polysemiotic nature as well. 
A lot more is involved in screen translation than mere linguistics: a screen translator 
should have skills such as editorial and directorial ones, a socio-cultural perspective of 
both source and target cultures, cinematographic literacy as well as an understanding of 
the needs of the target audience, to name but a few. Furthermore, the technical and 
economic aspects of the profession should not be forgotten, as they obey different 
norms in different countries and have an enormous impact on the entire translation 
process. 
The main goal of translation as viewed by polysystem advocates is to achieve 
translations that are acceptable in the target culture; the operational decisions of the 
translators themselves are constrained by this initial teleological goal and indirectly 
determined by the cultural conditions of the receiving system (Gentzler 1993: 127). 
This view is taken even further by the deconstructionists, who pose questions radically 
reformulating the so far generally accepted notions about translation. Their hypotheses 
may alter the perception of the translation process as a whole: 
What if one theoretically reversed the direction of thought and posited the 
hypothesis that the original text is dependent upon the translation? [... ] that the 
very survival of the original depends not on any other particular quality it contains, 
but upon these qualities that its translation contains? 
Gentzler 1993: 144-145 
This question is extremely relevant to screen translation, since a lot of filmic productions 
are produced with a foreign audience in mind. A blatant example is Walt Disney 
P. GEORGAKOPOULOU 105 
TOWARDS A SCREEN TRANSLATION THEORY 
productions, which are usually made free from any culture-specific elements in the pre- 
production stage, so as to facilitate their subsequent translation into other languages. 
3.3.8 Toury and the Case of Interference 
One important aspect of polysystem theory is the contribution made by Gideon Toury on 
the phenomenon of interference. This has to do with cases in which the make-up of the 
ST determines the formulation of its translation in the TL. The more this happens, the 
more the TT will have traces of interference. However, not all cultures are equally 
tolerant to this phenomenon. According to Toury, tolerance to interference increases 
when the direction of the translation is from a 'major' into a 'minor' (or lesser-used) 
language and vice versa (1995: 275). This observation is of utmost importance in our 
discussion here, since the two languages involved (English and Greek) belong to those 
two main categories respectively; most translation from English into Greek today is 
characterised by a high degree of tolerance to interference and screen translation is no 
exception to this rule. 
The phenomenon of interference is most obvious in the case of anglicisms in Greek, i. e. 
translations from English into Greek in which the linguistic features of the SL (English) 
take over in the translation into the TL (Greek). Herbst clarifies this point by using 
dubbing as an example. The language of dubbing, he claims, is "highly unnatural and 
highly unidiomatic" (1995: 259), although this does not have to be so. This does not 
happen because of the high percentage of mistranslations, but because anglicisms are 
very common in dubbing. "[M]any of these cases touch upon the borderline of 
acceptability mostly because there cannot be any doubt that this sort of literal translation 
has considerable impact on the development of the German language" Herbst claims 
(1995: 260-261) and the situation is pretty much the same as regards Greek. Thus, TL 
vocabulary choices are often influenced by the original dialogue and unmotivated shifts 
of style are often made under the influence of the SL. 
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3.3.9 Jir"i Levy and the Minimax Strategy 
Jifl Levy, whose views have affected the formulation of polysystem theory (and are also 
reiterated in relevance theory, as we will see below), has discussed the general role of 
translation theory as regards the actual translation process; he denounces its normative 
and prescriptive character and the way it tends to instruct translators towards the optimal 
solution. He points out the difference that exists between translation theory and actual 
translation practice, which is more pragmatic. Practising translators, he claims, follow the 
so-called "minimax strategy", i. e. they try to achieve maximum effect with minimum 
effort. Thus, Levy is able to explain the tendency of translators to accept and adopt a 
translation solution, so long as it "does not fall under a certain minimum limit admissible 
by their linguistic or aesthetic standards" (Levi' 1967: 48-49). He accounts for the 
linguistic standards of the reading public and comes up with the conclusion that most 
translators make linguistic accuracy their first and utmost concern when translating, 
whereas style becomes a secondary concern of theirs (Levi' 1967: 50-51). 
Levy's views can easily be applied in screen translation as well and they account for 
many of the faults of which screen translators are often accused. Levy's minimax 
strategy can be paraphrased in the case of screen translation as 'maximum effect under 
the circumstances', where 'circumstances' stand for the pragmatic conditions that 
characterise a screen translator's work, apart from the possibility of professional 
incompetence on the part of the translator him/herself: short deadlines, lack of scripts or 
videotaped material, low budgets, etc. Thus, Levy's views change the perspective of 
accountability for many of the 'mistakes' made when subtitling or dubbing a film, as well 
as of the assessment of the result of the translation process. 
3.3.10 Relevance Theory 
Levy's minimax strategy is partly reiterated in relevance theory as well: 
The central claim of relevance theory is that human communication crucially 
creates an expectation of optimal relevance, that is, an expectation on the part of 
the hearer that his attempt at interpretation will yield adequate contextual effects 
at minimal processing cost. 
Gutt 1991: 30 
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In relevance theory, however, the notion of context takes on a slightly different 
dimension. It "does not refer to some part of the external environment of the 
communication partners, be it the text preceding or following an utterance, situational 
circumstances, cultural factors, etc.; it rather refers to part of their 'assumptions about 
the world' or cognitive environment, as it is called" (Gutt 1991: 25). 
Relevance theory has been introduced to Translation Studies quite recently. It was 
initially formulated by Sperber and Wilson (1986), but it was only later that Gutt (1991) 
attempted to apply the principle of relevance to transcultural communication and, in 
particular, translation. According to Gutt, the principle of relevance is a factor that heavily 
constrains the translation in two respects: what it aims at conveying and the way in 
which it is expressed. The answer he offers as to ways where a translation should 
resemble its original is "in respects that make it adequately relevant to the audience - 
that is, that offer adequate contextual effects" (1991: 101-102). As regards the way a 
translation should be expressed, the answer is in a "manner that it yields the intended 
interpretation without putting the audience to unnecessary processing effort" (1991: 
102), a claim that is particularly true in the case of screen translation. 
The principle of relevance is also applied in the case of oral translation, i. e. 
interpretation. As the stream of speech flows, it is virtually impossible for the audience to 
spend any time pondering difficult meanings, or they will miss out on the dialogue. Thus, 
it is important for the audience to be able to recover the intended meaning instantly. The 
role of the interpreter is then to "settle for renderings that resemble the original less 
closely but get across easily what he considers to be adequately relevant aspects of 
meaning" (Gutt 1991: 117). 
Relevance theory seems to justify and account for the need for a translator to elaborate 
or reduce a text in translating it, which is the most frequent case in subtitling, but also in 
any other type of screen translation from English into Greek. Ironically, however, Gutt 
seems to agree with Newmark in distinguishing between such types of translations as 
distinct from traditional interlingual translation and is striving to establish a theoretical 
principle that would exclude them (1991: 122). 
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3.4 THEORETICAL AND PRACTICAL ISSUES IN SUBTITLING 
The literature available dealing with subtitling, as well as screen translation in general, is 
not as comprehensive as in other disciplines. Being a relatively new discipline, most 
writing does not date back more than 40 years; 1960 was the date that the two famous 
articles, "La Traduction Totale" by E. Cary and "Cinema et Traduction" by P. -F. Caille, 
were published in Babel, and the statement Caille made about the two main genres of 
screen translation in 1960 is not very far from the truth even today, over four decades 
later: 
Jusqu' ä present, ä notre connaissance, aucune etude serieuse ne leur a et6 
consacree. Le public en ignore les lois. Les specialistes eux-memes n' ont abord6 
les problemes qu' ils posent que d' une maniere parfois tristement empirique. 
Caill61960: 103 
Yves Gambier, from the University of Turku in Finland, has written several articles as 
well as edited books on the subject of screen translation. He has also published a 
bibliography of references on different kinds of audiovisual translation, including 
subtitling, dubbing and voice over, for use in different context, such as cinema, radio, 
television, opera, theatre, entitled Language Transfer and Audiovisual Communication: A 
Bibliography (1994b). The 1997 edition of the book includes only 1300 entries, a 
relatively small number for such a diverse field of activities. 
The largest numbers of writings on screen translation are articles; most of them either 
deal with the never-ending debate between advocates of subtitling and those of dubbing 
(cf Dean 1987, Moskowitz 1979, Vöge 1977) or are written by practising subtitlers 
attempting to shed light on some of the problems they encounter in their everyday job (cf 
Aaltonen 1995, Baker 1981, Hensel 1987, Manzoufas 1982, Michinton 1963a, 1963b, 
1987,1992 &1997), describe technical advances in the field (cf Hawkins, Murrey & 
Tigwell 1979, Lambourne 1984), give an account of research (cf Dries 1994/95 & 1996, 
IFF Research Ltd & Sancho-Aldridge), or even present the content of courses on the 
subject (Brondeel 1994, James 1995). Translation textbooks mention screen translation 
in miscellaneous ways, usually in the form of examples, as shown above, as a marginal 
translation activity to a point justified by the nature of the genre, which involves 
pragmatic and paralinguistic factors often difficult to pinpoint. 
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As far as conferences on the subject are concerned, the European Institute for the 
Media was the first to arrange a workshop on subtitling ('Workshop I: Subtitling") in 
Hilversum in May 1986, which was followed in the following year by the first conference 
ever held on screen translation ("Stockholm '87 - First EBU Conference on Dubbing and 
Subtitling"). The most noteworthy references on the subject started appearing after this 
date. There have been several conferences on subtitling since 1987, the most widely- 
known of which is the Translating for the Media conference, held in Berlin for the first 
time in 1996; it continues to he held there every couple of years with great success. 
The books that have been published so far on the subject of screen translation in 
general, or subtitling in particular, are not many in numbers. Some of them are 
proceedings of screen translation conferences and, therefore, constitute papers 
presented by a variety of experts and practitioners. All of the above are discussed in the 
sections that follow, through an analysis of some of the most important problems raised 
and discussed in screen translation, together with the major research that has been 
conducted so far by prolific scholars on the subject. 
3.4.1 Lucien Marleau: Linguistic Functions of the Subtitles 
Before starting a discussion on subtitling, it might be useful to mention first the linguistic 
functions that subtitles are supposed to fulfil. Lucien Marleau has analysed and 
categorised them as follows (1982: 274): 
a) Fonction de remplacement: Subtitles replace the original dialogue; thus, we have a 
replacement of speech by written text. 
b) Fonction de communication: Subtitles transmit the information contained in the 
original dialogue to the viewers; thus, we have a form of communication based on 
the well-known tripartite model (i. e. transmitter, message, receiver). 
c) Fonction emotive: Subtitles aim at creating for the benefit of the TL audience the 
same emotions-response created by the original dialogue to the SL audience. 
However, due to their particular nature and the spatio-temporal constraints that 
characterise them, they often fail to fulfil this function. 
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d) Fonction d'ancrage: The purpose of the subtitles is to make sense out of the image, 
which most of the time is polysemiotic. 
e) Fonction de relais: Subtitles present information that is not included in the image 
itself. 
f) Fonction de redondance: Subtitles repeat the information present in the image, in a 
way 'rephrasing' the same message. In this case their function is pleonastic. 
3.4.2 Christopher Titford: The Three Dimensions of Subtitling 
How then do these functions affect the work of a subtitler? Christopher Titford, in his 
article "Sub-titling - Constrained Translation" (1982) supports the claim that the subject 
of subtitling, in order to be investigated, has to be approached from a pragmatic 
perspective; thus, he tries to assess the value of subtitles using a model similar to that of 
Juliane House. Like House (see Section 3.3.2), who sets up eight dimensions in order to 
create a textual profile of the ST and then uses it to establish functional equivalence in 
the TT, Titford has identified the constraints imposed by the medium itself and describes 
them in terms of three dimensions that affect the work of the subtitler (1982: 113-115): 
a) Oral-aural processing: "[T]he eye has to assimilate two different types of visual 
information - action on the screen and written information" (Titford 1982: 113). From this 
fact follows: 
(i) The subtitler has to constrain him/herself when the visual element is 
important for the comprehension of the film and offer only the most basic 
linguistic information, so as to leave the eyes of the spectators free to follow 
the action on the screen. 
(ii) When the opposite is the case and the most important information is not in 
the action itself but in the oral element, the subtitler must produce the fullest 
subtitles possible so that the viewers are not left in the dark. 
(iii) The presentation of the subtitles (i. e. formatting) is an overall consideration, 
irrespective of what happens on the screen, and it has to be catered for so 
that the readability of the subtitles is facilitated. 
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b) Production of subtitles - problems of textuality. The subtitles produced do not pretend 
to be literary texts; they are a new type of text that is severely constrained, as it is 
"dialogue mediated through a visual image" (Titford 1982: 114). These texts have 
problems of textuality, which can easily be detected if one examines the two most 
important factors of textuality in them, i. e. cohesion and coherence. Following Titford's 
analysis, which uses examples from real subtitles, the conclusion is reached that most 
subtitled texts are adequately coherent, but are weaker as regards cohesion from their 
corresponding STs. Why is this? The most obvious answer to this question would lie in 
the two main choices a subtitler has to make in his/her job, as formulated by P. -Fr. 
Caille: 
Dans un sous-titrage, on salt qu'on ne peut pas tout dire. Un double choix est 
donc necessaire. D'abord eliminer de la phrase ce qui n'est pas indispensable ä 
('intelligence du texte et de la situation. Ensuite, dans ce qu'on a conserve, 
employer la forme la plus concise sans pour cela nuire ä la syntaxe ou au style. 
Caille 1960: 109 
Thus, redundant elements, which often contribute the most to the creation of cohesive 
texts, are eliminated in subtitling. 
c) Visual-linguistic dimension: This dimension set up by Titford has to do with the 
problem of equivalence. Equivalence problems have been analysed in detail by 
translation theorists, but two such problems that are specific to subtitling and have, thus, 
not been treated adequately are: 
(i) the linguistic material in the subtitles is related to the visual material on the 
screen, and 
(ii) the subtitles are "visually curtailed", so the viewers have a limited amount of 
time to process the linguistic material that they contain (1982: 115). 
3.4.3 Marleau and the Problems Posed by Subtitles 
Marleau has made a more comprehensive analysis of the problems caused by subtitles 
and, in his article "Les Sous-Titres... Un Mal Necessaire", has proposed five distinct 
categories (1982: 275-280). These categories are closely interrelated (they might even 
overlap slightly) and the treatment of each inevitably affects all the others. 
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The first and most obvious problem is of a technical nature. It is has been explained that 
subtitles are two (and in some cases more) lines of written text superimposed on the 
picture. They take up approximately 20% of screen space, thus limiting the viewers' 
perception of the action that takes place on the screen. Furthermore, the actual size of 
the characters in the subtitles as well as the method used for the production of subtitles, 
which affects the definition of the characters, are important factors of subtitle readability. 
However, the advances of technology, especially in the case of television subtitling 
(laser subtitling, closed captions with variable character sizes for viewers with special 
needs), as well as the recent advent of digital technology in the form of DVD, have 
reduced the technical disadvantages of subtitling to a high degree. 
Subtitles are also characterised by physiological problems; these have to do with the 
length of the subtitles in combination with their on-air time. Subtitles could be, for 
example, too long to read in the specified time for which they remain on the screen; the 
opposite case, i. e. when they remain on the screen too long, is also problematic as they 
cover part of the picture for a longer period of time. Physiological problems are related to 
the nuisance value of the subtitles; comprehension should be simultaneous with the 
reading of the subtitled text, so that the viewers do not miss anything of the action on the 
screen. In the words of Helen Reid, "[t]he more time is taken up by reading rather than 
'taking in', the higher the nuisance value of the subtitles" (1990: 98). Nuisance value has 
to do with two main factors: (a) the correct cueing in and out of the subtitles, and (b) their 
actual content (viewers should not spend too much time in trying to decipher the 
meaning of the subtitle). 
Related to the above are the psychological problems caused by subtitles. The viewer of 
a subtitled version is already at a disadvantage right from the beginning of watching a 
subtitled production, since aural and visual processing requires a double effort, 
particularly increased on the visual part. This stops the viewer from empathising with the 
actors on the screen and thoroughly enjoying the filmic experience. This disadvantage 
becomes even stronger when the cueing of the subtitles is not good. When the subtitle is 
continued over a scene change, for example, the viewer thinks it is a new subtitle and 
re-reads it, thus losing precious viewing time. 
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There are also artistic and aesthetic problems that are closely related to the quality of 
the subtitling. The subtitler has to be very cautious when using the compression 
technique so that all the plot-carrying elements are translated and that the film is not 
amputated of its qualities: style, personality, clarity, dramatic progression of plot, rhythm, 
equilibrium between image and sound. Another factor that determines the quality of 
subtitling is the translator's skill of segmentation: the rhythm of the original must be 
respected and reflected in the subtitles (Reid 1990: 100); thus, the equilibrium between 
image, sound and text is retained and the dramatic progression of the film is not 
tampered with. 
Finally, there are also linguistic problems in subtitling, as in all translation modes. These 
mainly involve the need for summarising the dialogue and using short sentences, as well 
as the danger of falling into the trap of word-for-word translation. To these we should 
add all the other problems that can be encountered in traditional "book translations", as 
well as any special problems resulting from the crossover from oral to written genre. It is 
the last category, that of linguistic problems, which we will mainly deal with in this thesis. 
3.4.4 Helene Reid: Problems Related to the Change from the Spoken to the 
Written Form 
Helene Reid, a practising subtitler at the NOB subtitling department in the Netherlands, 
has written, among other things, an article entitled "Literature on the Screen: Subtitle 
Translating for Public Broadcasting" (1990), which is basically an introduction to 
subtitling and the problems faced before or during the process of subtitling. What is 
interesting in her article is that she compares subtitling to the translation of literature, and 
especially subtitling of literary works to book translations of the same works. Although 
the same basic rules apply in both situations, the main difference is that in subtitling the 
allegiance of the subtitler is to the TL audience and not to the author; the medium 
constraints of subtitling make it an inevitable choice for the subtitlers to make things 
easier for the viewers' benefit, disambiguate ambiguities and offer explanations (1990: 
106). 
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The prevailing theme in Reid's writing on the subject is the problem of accuracy as 
regards the TL audience. She does not propose any solutions, as she claims that 
subtitling, and in particular literary subtitle translation, is an amorphous subject and a 
pragmatic activity that does not allow for conclusions to be drawn, but each case must 
be considered separately. She does, however, provide an insight into some of the 
important considerations that have to be taken into account in the process of subtitling. 
One of the subjects she touches upon is the linguistic problems related to the crossover 
from the oral to the written mode. This has also been tackled by Hervey and Higgins 
(see Section 3.2.2), who have stressed the importance of catering for the credibility of 
the characters in the film by injecting their lines with features of the oral mode. There are 
two points that are closely related to this problem in subtitling. 
Since subtitles are written texts, they are completely devoid of intonation. However, 
intonation may often have a meaning-carrying role in the film; the same words if 
pronounced in a different tone of voice, may mean the exact opposite. Intonation is very 
closely related to the notion of subtext. When facts in the film are implied by means of 
intonation, they have to be accounted for: "[i]t is the art of the subtitler to convey the 
influence of intonation on the words as well as the words themselves" (Reid 1990: 101). 
Another feature of speech that is levelled out in subtitling is idiosyncratic speech. Oral 
speech often involves mistakes (as is obvious in the case of interviews) which in 
subtitling are corrected. The subtitler cannot afford to reproduce these elements 
because this would mean an increase in the processing effort made by the viewers: "his 
[the translator's] loyalty should be with the viewer who must be presented with an 
unambiguous statement" (1990: 103). 
3.4.5 Birgit Nedergaard-Larsen: Media-Specific Factors in Subtitling 
Before examining any of these problems and the strategies available for their solution, 
we should, however, take note of the media-specific factors in subtitling, which may help 
or hinder the solution of the problems discussed above. The most obvious factor to 
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consider is one that has already been mentioned repeatedly, i. e. the spatio-temporal 
constraints. Subtitles consist of a limited amount of words that have to be read in a 
limited amount of time. It is evident, therefore, that there is no room for long explanations 
or paraphrases, let alone footnotes, as in literary translation. Everything included in the 
two lines of the subtitle has to be fully understood by the TL viewers, not leaving them 
with unanswered questions that would result in distracting them from the action on the 
screen. 
The second factor also has to do with the very nature of subtitles, which are, as 
Nedergaard-Larsen describes them, "verbal visual signs that are added to the original 
image without changing the visuals or the soundtrack of the film" (1993: 213). The fact 
that the subtitles are added to the original production results in an effect known as the 
feed-back effect (Nedergaard-Larsen 1993: 214). This has to do firstly with the visuals, 
which often contain elements that are reiterated in the dialogue and may help the 
audience grasp the meaning faster and easier. It also has to do with the original 
soundtrack and the TL audience's familiarity with the SL, making the translation of 
familiar SL expressions (e. g. 'yes', 'no', 'OK) unnecessary in the subtitles. These media- 
specific factors are schematically represented in the following table: 
Table 9: Factors in Subtitling Determining the Scope of Translation Problems 
Translation type Transitory (means time/space problems) 
Condensed 
from speech into writing 
Media-related factors Visuals feed-back effect 
  gestures, facial expressions 
  objects, scenery 
text 
Soundtrack I feed-back effect (dialogue) 
  prosody 
  dialect etc 
  (proper) names 
  the order of elements 
l L. sound effects 
Nedergaard-Larsen 1993: 212 
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It goes without saying that the feed-back effect may help towards the solution of 
linguistic and especially culture-bound problems in subtitling, or complicate matters 
further. The former case is closely related to the point made above regarding 
redundancy in films, as the linguistic adroitness of the subtitler, combined with acoustic 
and visual redundancy in the original version, can compensate for most of the media- 
specific loss of information that subtitling imposes on the dialogue of films or TV 
programmes (Gottlieb 1991: 67). 
3.4.6 Information Entropy 
To return to the issue of the necessity of compression in subtitling, it has to be 
mentioned that this is one of the main arguments that have been used against subtitling 
as a traditional form of translation; the original message is substantially compressed, 
resulting in "information entropy" (Tveit as cited in O'Shea 1996: 240). Elimination of 
redundant information, in order to achieve the necessary amount of compression of the 
dialogues to enable them to fit in the prescribed subtitle space of two lines is one of the 
main and most widely used strategies employed by subtitlers. It has already been 
mentioned that the percentage of the original dialogue that is actually transferred in the 
subtitles in the target version is reduced to a great extent due to the spatio-temporal 
constraints of subtitling. It is only common sense that when the subtitler is faced with 
choosing which information to omit from the target text, s/he will choose information that 
is not essential to the plot, i. e. redundant elements in the dialogue. However, although 
compression is not a standard aspect of written translation, the loss of information that 
comes as a normal consequence of reduction does not disqualify subtitling from being a 
legitimate form of translation. As Nida puts it, loss of information is normal in all 
translation procedures "[a]ll types of translation involve loss of information, addition of 
information, and/or skewing of information" (1975: 27). 
The question is not whether information is lost, but which information is lost and why. If 
the information lost constitutes nothing more than 'noise', it does not matter if it is lost or 
not. This, however, is a general rather than an absolute statement. Hesitations, false 
starts, etc. usually constitute noise and it does not matter if they are omitted; but 
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sometimes a hesitation or a false start may constitute information and its omission would 
be a mistake (O'Shea 1996: 241). 
3.4.7 The Level of Redundancy in Subtitles 
Redundancy is defined by The Chambers Dictionary as excessiveness, and in the case 
of words or phrases as "able to be removed from a sentence etc, without affecting 
meaning" (1993: 1145), i. e. the state of being verbose or tautological. The level of 
linguistic or other redundancy in spoken discourse is quite high. It is actually so high that 
P. -Fr. Caille has claimed that: 
En condensant des phrases on s'aperroit qu'on peut presque tout dire en si peu 
de mots que ('exercise du langage parait une fonction humaine pour ainsi dire 
superflue. Tout ce qui fait le charme de la conversation, des echanges d'idees, 
pourrait se reduire ä quelques grognements. 
Caille 1960: 109 
Furthermore, from the analysis of speech elements in the article "Subtitling: Diagonal 
Translation" by Henrik Gottlieb (1994a), it becomes obvious that redundancy is an 
overriding characteristic of spoken, spontaneous discourse and can easily be eliminated 
in subtitling. It can also be found in deliberate speech and to illustrate this point we will 
use the insightful statement made by Nir (1984: 85): 
Its seems indisputable that the translation of dialogue in films belongs to the 
category of translations which can be defined as highly contextualised. [148 
characters] 
effectively reduced by Gottlieb (1994b: 273) into a simple two-line subtitle: 
The translation of dialogue in films 
is highly contextualized. [61 characters] 
However, redundancy exists for a reason; it may, for instance, help participants in a 
conversation grasp the meaning of what is said more easily. According to Nida and 
Taber (1974: 198), the "channel capacity" of communication is conditioned by the 
personal qualities of the receptor as well as his/her cultural background. The narrower 
the channel capacity, the more redundancy is needed to lighten the communication load. 
In the case of subtitles, however, redundancy cannot be increased if necessary, 
because of the technical limitations of subtitling. In highly complex plots the 
communication load of subtitles inevitably increases, since redundancy can often not be 
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built in. Hence, if the receptor audience consists of people lacking in education, they are 
clearly at a disadvantage. 
According to Nida (1964: 126-127) the redundancy built into a text makes the meaning 
predictable to a certain extent. The same applies to films: hence the elimination of 
redundancy in film dialogues might make one think that it would seriously affect the 
predictability of discourse. However, in addition to linguistic redundancy, there is also 
situational redundancy in films, because of the visual element. There is a strong relation 
between the dialogue in a film and its situational context. Viewers only need a minimum 
of verbal information in order to process the visual data; on the other hand, the visual 
information often helps them process this data. Thus, the viewer is compensated in a 
way for the restriction of information in the subtitles. One example of this is the 
paralinguistic and extralinguistic elements that accompany the dialogue, such as 
intonation and rhythm or facial and kinaesthetic movements, which to a great extent are 
universal. Thus, the viewer is helped understand the translated dialogue and functional 
relevance between ST and TT is established (Nir 1984: 90). This is what Nedergaard- 
Larsen refers to as the feed-back effect of films (see Section 3.4.5) and can be of 
extreme usefulness in solving the problems of textuality present in subtitles if used in 
conjunction with compensatory vocabulary. 
3.4.8 Kovacic: Compression in Subtitling 
What then are the redundant elements in a filmic dialogue? Kovacid, another scholar, 
uses the term compression to describe their elimination, although another common term 
used to refer to the same procedure is reduction. The distinction between the two terms 
seems to refer to the distinction between the actual process (compression) and result 
(reduction), however both terms are used as names for translation techniques/strategies 
and therefore may be used interchangeably on occasion in this study. 
A simple answer to the question above is given by practising subtitlers, most of whom 
would claim that they apply compression intuitively, i. e. apart from the cases in which the 
elements to be omitted are obvious, they compress the dialogue in all other cases by 
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omitting whatever seems irrelevant to the action on the screen. Kovacic provides a 
three-level hierarchy in subtitling (1991: 409): 
Level 1- indispensable elements (obligatorily translated) 
Level 2- partly dispensable elements (optionally condensed) 
Level 3- dispensable elements (optionally omitted) 
Level 3 category in Kovacic's hierarchy consists of elements that most subtitlers omit, 
even when the spatio-temporal constraints of subtitling do not apply in their particular 
case, and which some others tend -wrongly (cf. "EuvEvTEui; q PE Toy Aiovüßn 
MapTivaryKO" 1993: 73)- to translate when they have the chance. These elements are: 
a) Names in appellative constructions. 
b) False starts, ungrammatical constructions. 
c) Certain internationally known words, such as "yes" and "no". 
d) Exclamations. 
Category (b) represents elements that characterise spontaneous speech, usually not 
represented in written form because they would hinder communication, unless they 
serve the purpose of a joke. As a result they are not maintained in the subtitles, where 
readability and easiness of understanding are of utmost importance for the subtitles to 
be successful. All other categories involve elements that any speaker of any language 
would understand and their inclusion in the subtitles is unnecessary. Some experienced 
subtitlers even claim that inclusion of these elements in the subtitles underestimates the 
mental abilities of the viewers, as they can see and hear whom, for example, is 
addressed; such subtitles are only a nuisance to the viewers, who are distracted from 
watching the action on the screen. This practice has also been confirmed in the interview 
with Ms Efi Kallifatidi, senior subtitler for the Thessaloniki Film Festival with many years' 
professional experience, and it represents the approach adopted by the most prominent 
film subtitlers in Greece, such as Dionyssis Martinegos (cf "Iuv&TEuýq... " 1993). 
Marleau (1982: 278-279) has also categorised all types of deletions made in subtitling 
under seven headings, providing a more extensive analysis than that of Kovacic: 
i) les expressions courantes ä caractere international; 
ii) les formules visuelles de salutation, de politesse, d' affirmation, de negation, 
d'etonnement, exclamation, repliques telephoniques, etc.; 
iii) les interpellations par nom propre; 
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iv) les interpellations par nom commun ä sonorite familiere; 
v) toutes sortes de bouts de phrase ä sens incomplet qui ne sont pas 
immediatement acheves et qui relevent plutöt de la mimique que du dialogue 
proprement dit; 
vi) les explications que le spectateur connait dejä; 
vii)le dialogue d'ambiance. 
Many of these categories represent items commonly omitted, e. g. (i), (iii), (iv), (v), since 
they constitute universal features of language and can be retrieved from the soundtrack; 
if transcribed, we would have a case of repetition/duplication as the subtitles and the 
soundtrack would both carry the same information. Most of the categories set up by 
Marleau include elements of Kovai; ia's 3`d Level, i. e. elements that may be optionally 
omitted. Categories (vi), (vii) and some of the elements included in category (ii), 
however, could be said, in some cases, to belong to Kovaeia's 2 "d Level, i. e. elements 
that are optionally condensed. 
In his book A Textbook of Translation (1988), Peter Newmark is also in favour of 
eliminating redundancy from translation, unless the text to be translated is an 
authoritative one. His categorisation of redundant elements is slightly different than the 
one above: 
Redundancies hang particularly loosely round cliches, phatic phrases ('phaticims') 
('naturally', 'of course', 'understandably'), repeated implied superlatives 
('basically', 'fundamentally'), prepositional phrases (au niveau de, dans le cadre 
de, 'in view of the fact that'), rhetorical flourishes ('in the long march of history'), 
abstract terms ('development', 'evolution') and sonorous phrases used for sound- 
effect ('might and main', 'ways and means'). 
Newmark 1988: 208 
The redundancies mentioned by Newmark above exist and can be eliminated in almost 
all translation types and audio-medial texts are no exception to this rule. However, 
Newmark points to the danger inherent in eliminating too much and cautions the 
translator, "since if he goes too far he is sometimes likely to find the whole text 
redundant" (1988: 208). These elements as classified by Newmark would normally fall 
into the 2"d Level as established by Kovadid, i. e. elements that are optionally condensed, 
as they may at times contribute to the textuality of the film and the character 
development of the actors on the screen. 
As regards the 1st Level that Kovadid has established, i. e. obligatorily translated 
elements, this would include all plot-carrying elements of the film or elements that carry 
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the actual meaning of the film without which the viewers would not be able to follow the 
action on the screen. Thus, subtitling could rightly be characterised as what Hervey & 
Higgins call gist translation; it is a translation in which only "the gist of the ST message" 
is expressed, the exact opposite of exegetic translation, where the ST message is 
explained and elaborated upon (1992: 17). These two translation procedures represent 
the two extremes of a continuum, the middle ground of which is what Hervey & Higgins 
consider ideal; this is the case in which "[i]n form of expression ST and TT are quite 
different, but in message content they are as close as possible to one another", i. e. 
rephrasing (Hervey & Higgins 1992: 17). 
3.4.9 Mason: Compression and Coherence Strategies in Subtitling 
The danger pointed to by Newmark regarding the degree to which dialogue elements are 
eliminated or compressed is also stressed by Mason, who refers to the case of films in 
particular. The different types of compression analysed above have one significant 
consequence in the phrasing of the subtitled text: the subtitler has to reassess the 
coherence strategies s/he will use in order to facilitate the retrievability of the information 
included in the subtitles by the viewers. 
Therefore, one important consideration for the subtitler would be, as Mason claims, to 
preserve the "sequence of speech acts [... J in such a way as to relay the dynamics of 
communication" (1989: 15). The temporal succession of subtitles is quite different from 
the linear succession of sentences in a book and it does not allow the viewer's eye to 
move backwards or forwards to clarify misunderstandings, recapitulate the basic facts or 
see what will happen next. On the contrary, each speech act has to be fully perceived in 
the order in which it appears on the screen. 
Secondly, the semiotic value of the subtitle must not be underestimated. This is definitely 
a field worthy of more comprehensive analysis, but it will suffice here to say that each 
subtitle has a life of its own which is not equivalent to that of the corresponding part of 
the SL script. Due to the segmentation that has to take place in subtitling, the subtitle 
appears to be independent from the text that precedes or follows it. However, it does 
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interact with that text, as well as with the image on the screen and the SL soundtrack. If 
any part of this threefold interaction is disrupted, so is coherence of the TT (Mason 1989: 
15). 
3.4.10 The Language of Film 
A final note that should be made regarding the language of film is raised by Gautier. It is 
an issue already touched on in previous sections, but it is an issue that cannot be 
stressed enough, since it is related to the issue of translation into lesser-used 
languages, as is the case in this study. 
Gautier has analysed the mechanism of translation in films and claims that it takes place 
at two different levels. The first level concerns elements that reveal the mentality of the 
author him/herself, his/her cultural schemata, symbolic associations, social history, etc. 
The subjectivity of the author does not necessarily coincide with that of the spectator(s); 
hence the need for interpretation (Gautier 1981: 112). On the other level there is the 
problem of two cultures. Through its narrative and its language, the film reveals a 
cultural system, an ideological and economic manifestation of its country of origin. This 
is where the documentary elements in film come into play. Viewers inevitably compare 
the cultural system introduced in the film with their own and filter/translate the 
information received through their own value system. This also explains the difficulty of 
penetration of national productions (other than Anglo-Saxon ones) in `major' language 
countries, such as France, for example (1981: 112-113), although the situation is not as 
difficult when it comes to lesser-used languages, as we will see below. 
3.4.11 Anglicisms in Subtitling 
The interference of the ST culture and language in the subtitle process is evident in the 
translation of films from English into Greek. Nida's distinction between formal and 
dynamic equivalence is well known. Under formal equivalence, Nida categorises the 
transfer of semantic and stylistic content of the original, i. e. its form and content 
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(1964: 159). However, certain cases, such as the transfer of lexical elements of the 
original in order to find source-flavoured translation solutions and, thus, give authenticity 
to the translation, may be included as well (Gottlieb 1994b: 267). This strategy is often 
used in subtitling for the same reasons, i. e. to give emphasis to culture-specific elements 
in the script. 
The above strategy, however, involves a trap of which subtitlers often fall victim; they 
may get carried away by the phrasing of the original, especially when the two languages 
involved in the translation process are closely related, and the result is a translation 
which structurally resembles the original -what Nida would call a gloss translation (1964: 
159)- but which does not exist in the target language. 
Although English and Greek are not closely related languages, the situation still remains 
the same when the direction of the translation is from a 'major' language, i. e. English, 
into a lesser-used one, i. e. Greek. Such translations are commonly referred to as 
anglicisms, since the most frequent source language in screen translation (especially in 
Greece) is English. However, they are not always clear-cut cases of bad translations; 
they often touch on the borderline of acceptability and have serious impact on the 
development of the target language. Yet, in the words of Nedergaard-Larsen: 
Only references to the surrounding culture should have local colour. Linguistic 
formulations should preferably be exclusively target language wordings, no matter 
what they refer to. 
Nedergaard-Larsen 1993: 235 
The case of anglicisms is common both in subtitling and dubbing with virtually no 
difference between the two, apart from the fact that the source of this phenomenon (the 
ST expression) is still audible in the voicetrack of the subtitled version, whereas the 
dubbed track replaces it in the dubbed version (also see Section 3.3.8). 
On the other hand, even a TL oriented, idiomatic translation may have negative 
repercussions. There are cases when the feed-back effect from the original (image, 
original dialogue some words of which may be recognisable, gestures, sound effects, 
etc. ) may be so strong that the only thing possible asked of the translator would be an 
exact rendering of the SL dialogue. In such cases an equivalent effect is not what is 
expected and the reconstruction of the SL situation in the target language is not the best 
solution. This is so because the distance between the effect created by the subtitle and 
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the total effect of the multi-channel original is too great to be overcome and the illusion of 
the subtitle being the "alter ego of the original is broken". This is not an uncommon 
situation, as a "too markedly target-language oriented translation may back-fire" even in 
the case of published translations (Gottlieb 1994b: 268). 
3.4.12 Patrick Zabalbeascoa: A Descriptive Approach to Translation - The 
Notion of "Context" 
The discussion in 3.4.10 relates to the approach to screen translation developed by 
Patrick Zabalbeascoa. According to Zabalbeascoa, the approach outlined would involve 
"an objective assessment of all the factors that are operative in a given translating 
process and which may not necessarily be distributed in exactly the same manner in 
other translating processes" (1994: 90). These factors are related to the type of context. 
Zabalbeascoa distinguishes three types of contexts: 
a) the original context of the ST, which is related to a specific time and place, language, 
audience, discourse factors, etc., 
b) the context of the TT, which is also related to respective factors in the target society, 
and 
c) the translator's context, which relates to the notion of 'context' as postulated in 
relevance theory (also see Section 3.3.10), and the context of the translation process 
itself, which is related to other factors, such as the competence of the translator, the 
professional conditions and constraints, etc. 
These points that Zabalbeascoa makes clearly relate to earlier views about the 
relationship of the translation product to extralinguistic factors and, in particular, seem to 
follow on from polysystem theory, viewing translation as part of the polysystem of culture 
as a whole (also see Section 3.3.7). 
Zabalbeascoa has also distinguished three variables that one must take into account in 
the screen translation process. The first of those variables is equivalence, which has to 
be defined according to the priorities of the translation, or in other words, the function 
and 'skopos' of the text. For example, in the translation of a television comedy, priority of 
importance will be given to comic equivalence. This point clearly relates to previously 
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discussed views of both Reiss and Vermeer regarding the translation commission (see 
Section 3.3.6), as well as those of Newmark on translation according to text type (see 
Section 3.3.5). 
The second variable is compensation; what needs definition in this case is the types of 
compensation that are possible and should or should not be attempted in a particular 
translation process. This is a very important concept in screen translation, especially in 
the case of subtitling, where compression enhances the need for compensation. In 
particular, it relates to both additions and omissions made in the translated text, either 
because of the technical constraints of the medium or editorial decisions regarding the 
need and acceptability of such omissions and additions. In the words of Georg-Michael 
Luyken et al., screen translation "is at one and the same time both more and less than 
conventional translation" (1991: 155). 
The third and final variable is the unit of translation -a term borrowed from Vinay & 
Darbelnet ('unite de traduction')- which should also be redefined, as each text. has its 
own translation units. For example in the translation of a comedy the translation unit is 
always the "text as utterance in a communication act" (Zabalbeascoa 1994: 96), but in a 
different case, as for example in the case of a soap opera, the translation unit would be 
an entire scene. The relation of this variable to Newmark's views is once again very 
clear: the translation unit is unique for each text. It is also intricately linked to the two 
variables discussed above and especially to the first one, i. e. equivalence. 
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3.5 PROPOSED MODELS OF SUBTITLING 
The last section of this chapter is devoted to an analysis of subtitling models that have 
been put forward. There are not many, as the discipline is still young and theoretical 
approaches tend to be of recent origin. 
3.5.1 Dirk Delabastita 
One of the advocates of the polysystem theory is Dirk Delabastita. He believes that 
"historical-descriptive, structural-semiotic, systemic schemes [... ] provide the scholar - 
with the tools to carry out research into mass communication translation in a more 
adequate manner than was previously imaginable" (1989: 194). Delabastita claims that it 
is only limited aspects of screen translation that have been investigated by translation 
scholars, sociologists, psychologists, film experts or technicians. He has followed his 
own line of approach as regards screen translation, basing it on the tripartite model of 
translational relationships that was developed by Gideon Toury (Competence - Norms - 
Performance), and has written two papers on the subject. 
In the first and more extensive paper (1989), Delabastita begins by stressing the multi- 
channel and multi-codal nature of filmic communication. He then presents a model for 
the classification of the possible modes of film translation, based on the distinction 
between sound and vision channels. He also describes the operations involved in screen 
translation, which he presents on one axis, whereas, on another axis, he specifies film 
types. Finally, he proposes a list of questions, all of which pertain to the possible 
investigation of translation norms in screen translation. 
In his second paper (1990), Delabastita adapts Hermans' views on translation to films 
and sketches a methodology of their possible application. This model is one of the first 
attempts to lay out a comprehensive theoretical framework for the study of screen 
translation. This framework is actually Toury's model for literary translation applied to 
screen translation. What is noteworthy about Delabastita's model is that it does not just 
pay attention to the media-specific problems and constraints of screen translation, but 
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attempts to study translation in a more profound way. What Delabastita actually 
proposes is that we deal with translation problems theoretically, suggest possible 
strategies, analyse specific translations and, on this basis, find the implicit or explicit 
norms that govern the choice of translation strategy. 
Delabastita has tried to encompass all aspects of screen translation, but the model that 
he puts forward is an "a posteriori analytic tool" (Fawcett 1996: 71), i. e. it rather 
describes what has been done than makes predictions about what is going to be done. 
Furthermore, as he tries to tackle all facets of screen translation at the same time, his 
comments are rather general. He is right, however, in stressing that screen translation is 
not just "a matter of language conversion", but is "conditioned to a large extent by the 
functional needs of the receiving culture and not, or not just, by the demands made by 
the source films" (1990: 99). Thus, he simply describes the interdisciplinary nature of 
screen translation. 
3.5.2 Birgit Nedergaard-Larsen 
Delabastita's model for investigating screen translation has been applied by Birgit 
Nedergaard-Larsen. In her article "Culture-Bound Problems in Subtitling" (1993), 
Nedergaard-Larsen describes translation strategies for solving culture-bound problems 
in subtitling and analyses specific examples of such problems in order to reach 
conclusions. 
Culture-bound problems in a language are numerous (grammatical categories, idiomatic 
language, etc. ); these problems are not specific to one translation type, but pertain to all, 
including subtitling. However, subtitling does not involve only linguistic culture-bound 
problems, but extra-linguistic ones as well. These are problems relating to how 
languages perceive reality, what connotations the reference to a particular individual 
person or event has, for example. It is what Vinay and Darbelnet (1977: 259) call 
'metalinguistic' elements: 
Nous entendons par 'metalinguistique' ('ensemble des rapports qui unissent les 
faits sociaux, culturels et psychologiques aux structures linguistiques. 
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Gautier describes such elements in relation to subtitling as documentary elements in 
films; they are elements that make, explicitly or implicitly, geographical, historical, 
cultural, political or other references, fulfilling a documentary function ("fonction 
'documentaire'"), and which the viewers are expected to recognise. This recognition 
process is characterised by Gautier as equivalent to linguistic translation (1981: 111). 
After identifying the culture-related problems in subtitling, the next stage is to try and 
establish strategies for their solution. From the discussion above on equivalence one 
fact can be established: although 'equivalence' is a mathematical term meaning 'value', 
and in particular 'same value', there cannot be one strategy alone that if applied 
consistently will cure all the problems in a particular translation; a combination of various 
strategies and models of equivalence must be used instead. Thus, Nedergaard-Larsen's 
set of translation strategies draws from many different models of equivalence and 
analyses many different strategies in order to pinpoint the most appropriate strategies for 
subtitling. 
Nedergaard-Larsen analyses translation strategies proposed by translation scholars 
such as Vinay and Darbelnet, whose set of translation strategies (borrowing, calque, 
literal translation, transposition, modulation, equivalence and adaptation) is widely 
known and has been widely discussed and criticised. Other scholars who have 
formulated general translation strategies from which Nedergaard-Larsen draws are 
Hervey and Higgins; they have distinguished a set of strategies used in the case of 
cultural transposition. These involve exoticism, cultural borrowing, calque, 
communicative translation (idioms, proverbs, etc. ) and cultural transplantation (1992: 28- 
34). 
The one strategy that both sets discussed above do not include, however, and that 
Nedergaard-Larsen considers important for her research is "explicitation", a term 
analysed by Newmark and also used by Reid. Newmark talks about the notion of "sub- 
text", which is the meaning that is implied but not actually uttered, a type of reading 
behind the lines (1988: 77). However, Newmark is of the opinion that whatever is implied 
in the original should also be implied in the translation "[... ] the translator should not go 
beyond the words of the original by promoting the sub-text to the status of text" (1988: 
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77-78), a comment with which Helen Reid disagrees as regards subtitling. This 
difference in opinion can easily be explained if we consider the main function of the 
subtitles, which is to help the viewer understand what is happening on the screen as 
quickly as possible in order not to be distracted from the action of the film for a long 
period of time. "The more time is taken up by reading rather than 'taking in', the higher 
the nuisance value of the subtitles" (my italics) (Reid 1990: 98). Reid reassesses the role 
of the translator in the case of subtitles and asserts that it is the role of the "explicateur" 
(1990: 102). 
Nedergaard-Larsen combines elements from all the above sets of strategies to make up 
her own list to be used in order to solve culture-bound problems in subtitling. She also 
comes up with a list of general as well as specific factors that have to be considered 
before choosing a strategy; the former relate to genre, loyalty to the original and 
expected TL-audience's knowledge, whereas the latter relate to function, possible 
connotations, expectations regarding the TL audience, visuals and sounds, the 
transference of speech into writing and media-related limitations (1993: 221-222). The 
translation strategies that she uses in analysing a limited sample of subtitles of French 
films translated into Danish and Swedish are shown in the following table: 
Table 10: Translation Strategies for Culture-Bound Problems 
Translation strategies for culture-bound problems 
Transfer/loan Identity/ exoticism 
Imitation 
Direct translation 
Explicitation 
Paraphrase 
Adaptation to TL culture Situational adaptation 
Cultural adaptation 
Omission 
Nedergaard-Larsen 1993: 219 
The conclusion she draws from her limited study is that there is "a tendency, possibly 
norm-governed, to retain the local colour of the film and to remain faithful to the source 
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language when this did not cause problems of comprehension" (1993: 238). This 
conclusion is most certainly related not only to the feed-back effect or a possible 
tendency to avoid changes in the subtitling process, but also to the openness or closed 
nature of the receiving culture towards other cultures (1993: 236). It would be interesting 
to see if this finding applies to other cultures as well and, in particular, to the English- 
Greek language pair, since the two cases share a common denominator: the direction of 
the translation is from a 'major' to a lesser-used European language. 
3.5.3 Irena Kovacic 
Irena Kovaöio has written her PhD thesis as well as a series of articles on the subject of 
subtitling and is one of the few scholars that have set up and tested a coherent 
methodology for the study of subtitling. She has dealt especially with the most important 
type of subtitle adaptations, i. e. reduction, and has argued against the view that subtitle 
adaptations are intuitive and randomly made. In order to investigate reduction in 
subtitling, Kovaöie's writings are based on linguistic theories that explore language as a 
means of communication, since subtitling is of an interdisciplinary nature. In particular, 
she has used a model that combines language functions as described by Halliday with 
Sperber and Wilson's relevance theory. 
Kovadii; adopts Halliday's theory of language, in which function plays the leading role, as 
it is, according to Halliday, a fundamental property of language: "the organisation of 
every natural language is to be explained in terms of a functional theory" (Halliday & 
Hasan 1989: 17). Furthermore, since functions are universal according to Halliday and 
Hasan, their theory might prove to be most appropriate in the analysis of subtitles. 
Halliday distinguishes between three types of functions: 
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Table 11: Functions of Language by Halliday 
Functions of language Description 
The speaker embodies in 
language his experience of the 
a. Experiential phenomena of the real world, 
function This function including his experience of his 
1. ideational serves for the internal world of his own 
function expression of consciousness. 
'content' The speaker expresses certain 
fundamental logical relations 
b. Logical such as are encoded in 
function language in the form of co- 
ordination, apposition, 
modification and the like. 
2. interpersonal function The speaker is using language as the means of 
(Bühler's expressive function his own intrusion into the speech event. 
and the conative/appeal Language as a means to establish and maintain 
functions are both included here) social relations. 
It is a function internal to language concerned 
with the creation of text. Language thereby 
3. textual function makes links with itself and with the situation, 
thus discourse becomes possible since the 
speaker can produce a text and the hearer can 
recognise one. 
Halliday 1973: 105-107 
In her study, Kovacic compares 1000 subtitles taken from a film translated from English 
into Slovene to 1000 subtitles adapted from the book translation of the film. She then 
classifies all instances of reduction and deletion in these subtitles according to Halliday's 
functional model. The results reveal that deletions can easily be analysed according to 
this functional model, whereas for the analysis of reductions she uses componential 
analysis and repackaging, strategies proposed by Malone (1988) (Kovacic 1991: 411). 
In her conclusion, Kovacic draws on her preliminary analysis, claiming that the 
interpersonal and the textual functions in subtitles lose some of their importance if the 
subtitles are examined together with their context, i. e. the image and the sound on the 
screen, which, altogether, make up the three channels through which the complex 
message of the film is constructed. In other words, the presence of picture and sound in 
a film make the interpersonal and textual functions of the subtitled text somewhat 
redundant, since they reveal a considerable amount about interpersonal relationships 
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(who is the addresser and who the addressee, the tone of the message, etc); 
furthermore, the story evolving in front of the viewers' eyes serves towards the creation 
of textuality. This observation can easily be exemplified by reading a subtitled script 
without watching the film itself: nothing makes sense. When, however, we watch the film 
at the same time, there are no problems regarding textuality or interpersonal relations 
(Kovaöiö 1991: 413). 
The point at which Relevance Theory enters the picture is when the reductions made in 
subtitling are to be accounted for. Sperber & Wilson's Relevance Theory examines 
language from a cognitive point of view: 
Relevance theory [... ] builds on the cognitive approach to language as a mental 
activity operating within certain cognitive schemata, claiming that we can 
communicate because we are capable of drawing inferences from one another's 
behaviour. 
Kovaeie 1994: 246 
According to Sperber and Wilson relevance is defined as a "cost-benefit notion: we want 
to achieve maximum benefit (the maximum contextual effect) at minimum cost (the 
hearer's minimum effort in processing a communicated assumption)" (Kova6id 1994: 
246). 
According to Kovadid, subtitling may be viewed as a three-level hierarchy 
(indispensable, partly dispensable and dispensable elements) (1991: 409), thus 
distinguishing between partial reductions, i. e. "condensations", and total reductions, i. e. 
"deletions". She concentrates on the latter, as the former is rather problematic to 
investigate and "virtually unanalysable" (1991: 248). Deletions, on the other hand, are 
easy to pinpoint and analyse, since the notion of relevance can account for the different 
treatment of vocatives, appellative constructions and similar linguistic elements. Thus, 
the "cost-benefit" notion analysed above can easily be applied to the case of total 
reductions in subtitling: such deletions are made with the aim of relieving the viewers 
from some of the processing effort, whereas at the same time, they do not make "the 
processing of the rest of the utterance (and the preceding and following utterances) 
more difficult" (1991: 250). 
However, one last point should be raised regarding the usefulness of Relevance Theory. 
Although it can prove a handy tool for the subtitler, the latter "does not have direct 
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access to the cognitive environment of his audience [... ] - all he can have is some 
assumptions or beliefs about it" (Gutt 1991: 112). Furthermore, real-life conditions are 
often far from perfect and the situation of the subtitler (who might often not have access 
to the videotaped material) may not be sufficient for him/her to make the right choice. 
KovaM has also dealt with the issue of the "ideal viewer" (1995a: 379) and the 
importance of this notion in screen translation. In subtitling, the subtitler's idea of who 
his/her ideal viewer is, is interrelated with the optimum set of translation strategies 
followed. It goes without saying that the needs of all viewers would never be covered; it 
is also self-evident that there cannot be subtitling rules that underlie subtitling in all 
languages. However, these two facts do not mean that there are no norms or standards 
as to how to subtitle (1995a: 381). KovaM stresses the danger of over-generalising or 
simplifying, as well as the difficulties inherent in recommended formulas for subtitling, 
but the answer to these problems, according to Kovaöic, another translation scholar to 
echo Toury's words, is a "systematic, multinational and cross-cultural research in 
subtitling norms and practices, and reception of subtitles" (1995a: 382). She also refers 
to the importance of norms in training subtitlers, but remains aware of the fact that norms 
may easily change, something that need always be taken into consideration (1995b: 
109). 
In her most recent article (1996), KovaM raises the issue of subtitling being a decision- 
making procedure once more. Reduction, the main subtitling procedure, depends on the 
subtitler's "understanding of the type and nature of the original text, especially its 
elements of oral discourse" (1996: 298). However, as KovaM stresses, the choice of 
translation strategy is primarily based on the type of film/programme and its prospective 
audience (1996: 299). The degree of closeness or difference of the source and the 
target cultures may also play a part in deciding the translation strategy that is to be 
followed. One thing is certain however: the choice of subtitling strategy may depend on a 
variety of (often contradictory) factors and the priorities given to each one of them may 
shift very easily, or in Kovaeiö's words, "there cannot be a uniform formula for how to 
subtitle, nor a uniform hierarchical scale of subtitling strategies" (1996: 300). These are 
all factors that we will have to bear in mind when analysing the translation of films from 
English into Greek in the Chapter 4. 
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3.5.4 Zoe de Linde 
Following Kovad! 6's footsteps, Zoe de Linde has also published an article (1995) on the 
deletions found in the subtitles of two films translated from French into English 
(Delicatessen and La Lectrice). The model used for her analysis incorporates several 
approaches to discourse analysis and mainly follows on from the work of Kovacie on the 
subject. She bases her analysis on Kovai it's approach to the functions of subtitles: the 
main function of subtitles is the ideational/representational one. This is justified because 
the elements that serve to fulfil the representational function: 
a. [... ] are surface representations of the underlying prepositional relations; 
b. [... ] are not supported by the film or television medium to the same extent 
that elements with personal or cohesive functions are; personal functions 
combine with the visual and audio information coming from the screen, and 
cohesion is strengthened by the continuing story on the screen. 
De Linde 1995: 13 
The results that she presents from her analysis reveal distinct contrasts between the two 
films. De Linde claims that this fact is mainly related to the difference in genre, but it also 
supports her initial hypothesis -the same as that of Kovadic's- that reductions in screen 
translation are systematic and not random. 
3.5.5 Henrik Gottlieb 
Henrik Gottlieb is one of the few screen translation scholars to have proposed a set of 
translation strategies to be followed in subtitling. These ten strategies are presented in 
his article "Subtitling -A New University Discipline" (1992: 166), and he describes half of 
them as related to a media specific type and the remaining ones as not: 
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Table 12: Gottlieb's Translation Strategies in Subtitling 
.. s ma r <.,. ,,: r ..... ut aäax rya cr a tc S Z. . ... ý. 
Strategy 1 ; Character of translation Media specific 
t e? 
Expansion Expanded expression, adequate rendering No! 
culture-s ecific references, etc. ) 
Paraphrase Altered expression, adequate rendering (non- No 
visualized language-specific phenomena 
Transfer Full expression, adequate rendering ('neutral' 
'i 
No 
discourse - slow tempo 
Imitation Identical expression, equivalent rendering No 
(proper nouns, international greetings etc. ) 
Transcription Anomalous expression, adequate rendering Yes 
(non-standard speech etc. ) 
Dislocation Differing expression, adjusted content Yes 
(musical or visualized language-specific 
phenomena) 
Condensation Condensed expression, concise rendering Yes 
(normal speech) 
Decimation Abridged expression, reduced content (fact Yes 
speech of some importance) 
Deletion Omitted expression, no verbal content (fact Yes 
speech of less importance) 
Resignation Differing expression, distorted content No 
('untranslatable' elements) 
Gottlieb 1992: 166 
Gottlieb distinguishes between condensation and decimation, by noting that the former 
process does not involve a loss of meaning or stylistic content of the utterance, but only 
a loss of "redundant oral language features" (1992: 166-167). Of the techniques 
presented in the table above only decimation, deletion and resignation involve a loss of 
the semantic or stylistic content of the utterance and should, therefore, be used only as 
fallback solutions. 
It is obvious from this simple analysis that the translation techniques proposed for 
subtitling do not differ greatly from traditional translation techniques (cf Vinay & 
Darbelnet 1958, Newmark 1988, etc. ). The only technique not normally found in 
traditional translation typologies is resignation, as it is simply considered bad translation. 
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The real difference between subtitling and traditional translation lies in the frequency 
with which these techniques are used. It goes without saying that reductions and 
deletions abound in subtitling due to the spatio-temporal constraints specific to the 
medium, whereas expansions are much less frequent than in traditional literary 
translation. 
Gottlieb conducted a pilot study on the subject by analysing Mel Brooks' film Young 
Frankenstein, and came up with some very interesting results regarding the loss of 
information in subtitling. It is interesting to note that the techniques ranking high in this 
particular film are transfer, paraphrase and condensation, with transfer having by far the 
highest percentage (1992: 167). 
Gottlieb's analysis is very important, as it is one of the few serious attempts to tackle the 
problems faced by subtitlers in a detailed and systematic way. This purely linguistic 
model of translation strategies can be used in the investigation of a number of issues 
related to subtitling, such as reduction, which is the main subtitling technique, or the 
informative gain from positive audiovisual feedback. 
Gottlieb also teaches subtitling at BA level at the University of Copenhagen and has 
written a number of other articles on the subject, touching on the most important issues 
in relation to subtitling: the polysemiotic nature of the craft, its constraints and virtues, 
the transition from the oral to the written mode, the teaching of subtitling, the issue of 
equivalence and idiomatic subtitles, the other types of screen translation and their 
relation to subtitling, as well as the issue of reduction (1994a, 1994b). 
One of the most important aspects of Gottlieb's work is that he is one of the few scholars 
that has not only approached the matter linguistically, but also from the point of view of 
the viewers' perception of subtitles. In his article "Establishing a Framework for a 
Typology of Subtitle Reading Strategies" (1995), he reports on the results of an 
experiment that was carried out in 1995 at Danmarks Radio (DR) with the co-operation 
of DR's subtitling department and the Centre for Translation Studies & Lexicography of 
the University of Copenhagen. There were three variables involved in the study: viewers, 
programme and subtitles, and the objective of the study was to "gain empirical 
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knowledge on the interplay between television viewers' perception of subtitles as such, 
and their 'holistic' perception of the semiotically complex (subtitled) TV program" (1995: 
389). The first results of the study reveal that people do not usually react to faulty 
subtitles unless there is serious dialogue misrepresentation, but frequently react to 
standard subtitling techniques, such as condensation, or to factors outside the control of 
the subtitler. Furthermore, hearing subjects seem to want a crystal clear sound in order 
to read the subtitles and retain non-verbal visual information rather than hidden 
information in the subtitles (1995: 409). 
Henrik Gottlieb has also written on the translation of idioms, as regards both literary 
translation and subtitling, as this is one culture-specific element worth to be treated 
separately due to its frequency. He has dealt extensively with the translation of these 
language-specific expressions that cannot be treated on the level of word-for-word 
translation and has come up with his own set of translation strategies by combining the 
approaches of several translation theorists: 
Gottlieb 1997a: 319 
Gottlieb has also conducted a pilot study on the subject of idioms, both as the topic of 
his PhD thesis (1996) and in an article included in the book Text Typology and 
Translation (1997a). The techniques that Gottlieb proposes for the translation of idioms 
are used both in literary translation and subtitling. The difference between the two 
translation types and the strategies employed is, once again, one of frequency. 
Surprisingly, the statistical patterns appear to be similar in both translation types, as 
Gottlieb found. More specifically, strategies of deletion were most frequent in subtitling, 
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as one might expect, but, surprisingly enough, compensation was also used to a large 
extent in the subtitled version (Gottlieb 1997a: 333-334). 
Finally, Gottlieb has dealt with the issue of wordplay in translation and, in particular, in 
subtitling. The study that Gottlieb conducted for his article "You Got the Picture? On the 
Polysemiotics of Subtitling Wordplay" (1997b) aims at finding out whether the ever- 
present gap in interlingual subtitling due to the two different groups of recipients and the 
two different modes of reception involved can be bridged in the case of wordplay. The 
data for this study comes from a subtitled version of an episode of Carrott's Commercial 
Breakdown. The results of this limited study are rather positive, as Gottlieb has managed 
to pinpoint only two instances in which wordplay could not be translated from English 
into Danish due to medium constraints. However, the final result always depends on the 
talent of the individual subtitler, who may or may not be proficient in his/her work. 
One of the most important aspects of Gottlieb's study, however, is his 'suggestions for 
improvement' of what could have been done in each individual case that he discusses. 
As he aptly puts it: 
Descriptive translation studies may go in the wrong direction if the prescriptive 
what should be done is replaced only by the armchair translatologist's what is 
done, and why and never supplemented by what could be done. 
Gottlieb 1997b: 220 
3.5.6 Sylfest Lomheim 
Sylfest Lomheim of Agder University College, Norway, has also written on the subject of 
subtitling. In his study covering the production aspect, he looks at subtitling from the 
point of view of the subtitler only and does not take into consideration the reception of 
the subtitles from the viewers. He concentrates on reduction and uses three films that 
belong to different genres in order to conduct his study. 
In his analysis of subtitling strategies, Lomheim draws on Gottlieb's model described 
earlier on, but he adapts it to his needs. He finds the number of strategies Gottlieb uses 
rather problematic and not user-friendly, especially due to its large number, but also 
because the distinction between some of them is not always clear. The subtitling 
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strategies he finally suggests are formulated after a linguistic analysis of some of his 
work as well as from his experience as a subtitler and they can be seen in a schematic 
form in Figure 3 below. These are the following six: reduction, expansion, generalisation, 
specification, neutralisation and translation. However, while analysing specific subtitled 
texts, Lomheim distinguishes between omission (for items that are entirely omitted in the 
TL) and compression (for text that is merely edited down in the subtitles), rather than 
encompass both strategies in the notion of reduction. The above techniques are not 
always used separately; quite on the contrary, it is very frequent that some of them are 
used simultaneously, as in practice they are closely interrelated (Lomheim 1999: 200- 
207). 
Special mention should be made of the strategy of translation as the term is used by 
Lomheim. He uses this term to refer to the part of the transfer process from the SL to the 
TL in the technical and professional sense of the word, meaning a linguistic transfer that 
"meets the requirements for equivalent translation" as the latter term is defined by Nida 
and Taber (Lomheim 1999: 200). Although the name he has used for this translation 
strategy is somewhat 'suspicious', as it is taken to include cases that would be 
considered as 'expansion' under Gottlieb's (see Table 12) or other theorists' 
classifications, the value of Lomheim's classification lies in the fact that it consists of 
clear-cut and easy to use categories. It also shares obvious similarities with Gottlieb's 
typology (1992) as well as with some traditional linguistic typologies, such as the ones 
proposed by Vinay & Darbelnet (1958), Newmark (1988) and Malone (1988). 
The results that Lomheim presents derive from the study he conducted with respect to 
three films screened by Norwegian Broadcasting (NRK) in 1993, belonging to different 
film genres. This fact is considered to be the primary reason for the variations in the 
reduction level found in each film (Lomheim 1999: 191), as also evidenced by earlier 
research of de Linde (1995a) and Kovadid (1996). 
After analysing the results, Lomheim proposes the following two-axes model in order to 
describe the subtitling process: 
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Generalisation 
Neutralisatiom. 
Reduction < TRANSLATION > Expansion (form) 
Specification 
(content) 
Figure 3: Lomheim's Subtitling Model 
Lomheim 1999: 207 
The horizontal axis represents form, whereas the vertical one represents content, and 
the intersection of the two represents equivalent translation, in which the meaning has 
been reproduced in full. The purpose of the model is to describe the degree of departure 
from the ultimate goal of translation, which is obtaining equivalence, and it can be used 
both in order to describe the subtitling process, as well as for a more practical purpose, 
i. e. to draw the profiles of individual films or subtitlers. 
3.5.6 Comparison & Proposed Model for the Present Thesis 
After having analysed existing models on subtitling, at this point it is important to 
describe the model to be used for the present research. 
Lomheim's paradigm attempts to simplify and graphically present the translation as well 
as the subtitling process. If we compare Lomheim's to Gottlieb's model, it is obvious that 
Lomheim has succeeded in simplifying Gottlieb's model on the basis of results gathered 
in real subtitling practice, capturing the translation strategies followed by subtitlers when 
working on films or TV programmes. A graphic representation of this is shown in the 
following table: 
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Henrik Gottlieb Sylfest Lomheim 
Expansion lo- Expansion 
ýý ___f 
Specification 
Transcription 
Dislocation Neutralisation 
Paraphrase Generalisation 
Imitation Translation 
Transfer 
Condensation 
__ý 
Compression 
Decimation 
Deletion 10 Omission 
Resignation 
Figure 4: Comparison Between Gottlieb's and Lomheim's 
Translation Strategies in Subtitling 
The model used for the purposes of the present research will concentrate on the 
horizontal axis of Lomheim's model. The number of years of practical experience in 
subtitling of the author, as well as discussions held with subtitlers working in a multitude 
of languages, justify the assumption that most translation strategies applied in the field of 
subtitling operate on the Lomheim's horizontal axis of analysis, while reduction is the 
primary technique used due to the spatio-temporal constraints that underlie subtitlers' 
decisions. This assumption will also be readily tested in the analysis carried out in 
Chapter 4 of this thesis. Furthermore, it is reduction levels in subtitling that will be the 
focus of the analysis in Chapters 4 and 5 of this thesis, hence the need to concentrate 
on form rather than content. 
Thus, the strategies according to which the data in Chapter 4 will be analysed can be 
further reduced to three: expansion, reduction and transfer. Transfer is taken to 
encompass in Lomheim's terms "neutralisation", "specification", "general isation" and 
"translation", or in Gottlieb's terms "limitation", "transcription", "dislocation", "paraphrase" 
and "transfer". It goes without saying that Gottlieb's category of "transfer" (i. e. "full 
expression, adequate rendering ('neutral' discourse - slow tempo)" is much more 
restrictive that the use for which it is meant in the context of the proposed model. Also, 
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the term expansion will be used in this thesis according to Gottlieb's definition, i. e. 
"expanded expression, adequate rendering (culture-specific references, etc. )" (1992: 
166), rather than Lomheim's one, which is more restricted. Thus, culturally-bound 
expressions, such as "au Palais Bourbon on discute encore cette affaire", translated into 
Norwegian as "i Palais Bourbon, den franske nasjonalforsamlinga, diskuterer dei 
framleis denne saka [in the Palais Bourbon, the French national assembly, they are still 
discussing this matter]" to use Lomheim's example (1999: 200), will be taken to account 
for instances of expansion rather than transfer, as the form of the utterance is expanded, 
despite the fact that the effect is still that of transfer. The model that will be used in the 
present thesis can be graphically represented as follows: 
Henrik Gottlieb Sylfest Lomheim Proposed Model 
Expansion N\ Expansion Expansion 
`ý 
_____f 
Specification 
Transcription 
Dislocation Neutralisation Transfer 
Paraphrase 
N 
Generalisation 
Imitation 
Transfer Translation V 
Condensation 
Decimation Reduction Reduction 
Deletion Omission 
Resignation 
Figure 5: Proposed Model 
From the figure above it is obvious how Gottlieb's initial 10 translation subtitling 
strategies, and Lomheim's later seven, have been reduced to the above three: 
expansion, transfer and reduction. The purpose of this categorisation is to use a more 
transparent way to analyse and compare subtitle assets (i. e. material) in terms of a 
quantitative analysis, i. e. the degrees of expansion/reduction/transfer in various subtitle 
genres. This will be the model followed in Chapter 4 of this thesis, whereas Chapter 5 
will concentrate on reduction levels alone. 
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3.4 CONCLUSION 
In this chapter, we have examined screen translation in the light of different translation 
theories, in order to investigate the possibility of applying in the process of subtitling 
approaches that were traditionally reserved for the investigation of traditional translation 
types. Through the discussion of translation problems that pertain to screen translation 
and, in particular, subtitling, the main differences of screen translation to other 
translation modes have also been analysed in detail and their bearing on the translation 
process noted. Finally, the analysis of screen translation models that completes this 
chapter together with the proposal of a model specifically designed (on the basis of 
Gottlieb's and mainly Lomheim's work) for the needs of this thesis, will serve as the 
starting point for the analysis of subtitles of a number of films translated from English into 
Greek, which is the focal point of in Chapter 4, and the comparison of pan-European 
subtitle assets in Chapter 5. 
After this detailed theoretical discussion, though, it may be useful to step back and look 
at. screen translation from the more general perspective of the outside professional 
world. In this respect it does not differ much from traditional written translation. Even the 
physical constraints that characterise the former are not all that different. In the words of 
Peter Fawcett: 
Written translation suffers like dubbing and subtitling from physical constraints, 
including the economic. The most important are; poor wages [... ]; absurd 
deadlines[ ... ]; poor originals [... ]; and finally, poor training of translators. Fawcett 1983: 189 
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Strategies on the Basis of Film Genre - 
Greece: A Case Study 
A translator can either preserve the original function 
of the source text in its own culture or change the 
function to adopt specified needs in the target 
culture. A good translator should not preserve 'as 
much of the original as possible' but 'as much as 
necessary for the function of the text' 
Snell-Hornby 1988: 45 
This chapter constitutes the analysis of the raw material, the first part of the research 
undertaken, i. e. the analysis of English film scripts compared to their corresponding 
subtitle files into Greek. At the end of the previous chapter we arrived at the model that 
will be used for the analysis of the data and established the reasoning behind our 
choice. The proposed model of analysis of data and classification of translation 
strategies is a very simple one, focusing on the expansion/reduction of the length of text 
translated in the subtitles. 
The hypothesis made in this thesis is that films belonging to different genres are 
characterised by a lower or higher degree of reduction accordingly, i. e. it is the genre 
that establishes, within the assumption that no genre is discrete and characteristics of 
one can be found in another, the degree of reduction that can be expected in a given 
film. This hypothesis will be put to the test by examining filmic material of English 
(American) films subtitled into Greek. 
The model followed, as analysed in detail at the end of the previous chapter, is mainly 
based on Lomheim's model (1999). What is of particular interest in this model is not just 
the list of strategies used, but mainly the two planes on which these strategies are 
based; there are two axes in this model, a vertical and a horizontal one. 
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BASIS OF FILM GENRE - GREECE: A CASE STUDY 
The horizontal axis is the one that relates to the length of the text, since the only 
strategies that appear are expansion, translation (or transfer, according to the present 
author's model - see Section 3.5.7) and reduction. This is very important in the case of 
film, as the most important characteristic of subtitling and the most frequent strategy 
used while subtitling is the reduction of the film dialogue in order for it to fit the time and 
space requirements of the subtitles. Thus, we will focus on this axis. 
The model adopted for the present research project is, in simpler terms, a version of the 
horizontal axis of Lomheim's model. However, it is not only Lomheim's model on which 
this is based. The origins of Lomheim's model itself are found in an earlier model 
presented by Gottlieb (1992). The latter is a rather more complex one, as seen in the 
previous chapter, as it involves more strategies, some of which are quite similar or 
overlapping and the distinction between them is not always a clear-cut case. 
It should be noted also that the two models on which the proposed model is based both 
come from theorists of Scandinavian origin. These are models tested on findings from 
countries that, like Greece, enjoy a long, strong and healthy subtitling tradition. This is 
another reason why these models were chosen. 
But what are the data that will be used? And where do they come from? They are 
Hollywood productions (films) translated in Greek. The choice of TL is obvious, as Greek 
is the mother tongue of the present author, which enables her to examine the findings of 
this research project and pursue some well informed results. 
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4.1 PRESENTATION OF THE DATA 
In this chapter the theories discussed earlier will be analysed using as examples specific 
films and television programmes that have already been subtitled from English into 
Greek in order to be screened on Greek cinema or broadcast on television. The 
selection of films and television programmes has been made on the basis of the types of 
programmes that are actually subtitled in Greece (as opposed to dubbed or voiced-over) 
and the subtitling has been made by major and well-reputed subtitling studios or well- 
known subtitlers. 
Before proceeding to explaining how these data were chosen, gathered, or even to an 
analysis of data from the films chosen, it is important that an overview is made of the 
actual situation in Greece as regards subtitling and translation in general. The reasons 
behind the current trends in Greece may well prove to be a governing or explanatory 
factor in examining the results of the research. 
4.1.1. Greece: A Subtitling Country 
First, it is deemed necessary to introduce the different types of programme that are 
subtitled in Greece. In the Greek cinema, all foreign language films are subtitled, with the 
exception of some cartoons, which are either only dubbed (for toddlers) or both subtitled 
and dubbed (Walt Disney productions usually constitute such double-releases) in order 
to serve the needs of both younger and older children or even adults (Papadakis 1998: 
70). As seen in Section 1.3.1, Greece is one of the largest import countries of American 
programming in Europe. The figures provided by Karamitroglou (1998) also corroborate 
this claim: 93.3% of the overall foreign cinema-films released in 1994-95, and 95.2% of 
the overall cinema-films released in 1995-1996 were subtitled. 
Subtitling is also the main screen translation practice used for television. A survey 
conducted in 1989, showed that 90% of the TV programmes broadcast in Greece were 
subtitled, 5% were dubbed, and 5% voiced-over or narrated (Luyken et al. 1991: 33). 
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However, dubbing is nowadays used more in Greece in the case of soap operas of non- 
English origin (e. g. Brazilian ones), which are mainly watched by housewives in the early 
afternoon while relaxing or doing the housework. The same results are noticed in the 
table provided by Dr Karamitroglou about the rates of subtitling, dubbing, narration, 
narration combined with subtitling, and free commentary on Greek TV (in all 
programmes, children and adult) in a month of programming in 1995 and 1996. The 
month chosen for the study was March for a number of reasons: it was a month more 
consistent in the type of programmes aired, with fewer last minute alterations, enough 
new material and without too many repetitions of earlier series. 
Table 15: Language Transfer Methods Used in Greek TV 
(March 1995 & 1996) 
Subtitling 
MME TYPE N1'95 nt'96 
8 
Narration Nar+Sub 
11'95 ; 1I'96 M'95 M'96 
F/Com 
11'95' M'96 
Idren' TV programmes 33 21 2 
llt movies 3651 4082 
ilt series/serials 70; 584 
ht Entertainment 3 3 
umentaries 8 17 
its 
vs/Infomiation 4 3 
sic/Opera/Ballet 4 
51 7 
35 
14 7 
11 
49 610 1411 712 
' 95% from English, 3% from French 
2 96.5% from English 
3 93% from English, 3% from Brazilian/Portuguese, 3% from French 
° 93% from English, 3.5% from French 
5 91.4% of total TV programmes 
6 91.4% of total TV programmes 
5.2% of total TV programmes 
8 6.3% of total TV programmes 
9 0.8% of total TV programmes 
'01.1% of total TV programmes 
" 2.6% of total TV programmes 
121.2% of total TV programmes 
Karamitroglou 1998: Table 3.4.1.7 
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The general conclusion that may be drawn from the table above is that Greece is a 
predominantly subtitling country, at least in the area of television: 91.4% of all foreign 
programmes on Greek TV were subtitled in both March 1995 and March 1996. This is an 
overwhelming percentage, indicative not only of the number of products, but also of the 
air time devoted to subtitling. More detailed findings are the following (Karamitroglou: 
1999): 
> No adult TV programmes are dubbed. The only TV programmes that are dubbed are 
those aimed at children. 
> Adult films are invariably subtitled. Of interest here is that any speculation about film 
genres and their role in the choice of language transfer method is not relevant for 
Greek situation. Films are not subdivided into different film genres, but are simply 
categorised into one broad film/programme type of 'adult movies'. 
¢ Adult series/serials: these are invariably subtitled too. The various genres of adult 
series/serials are treated as belonging to one broad film/programme type. As with 
adult films, the Greek screen translation market does not differentiate between 
various genres of adult series/serials either. 
> All light entertainment products are invariably subtitled. 
> Music/opera/ballet products are invariably subtitled too. As the original soundtrack 
plays an important role in this film/programme type, its integrity must be maintained. 
> All sports programmes are delivered in free commentary. The fact that most sports 
TV programmes have to be ready for broadcast a very short time after the original 
event (e. g. a football game is broadcast recorded but only a few hours after it 
actually takes place) makes free commentary an attractive method of language 
transfer. 
> News/information programmes are predominantly subtitled. 
> The only instance of significant variation in terms of language transfer method can be 
observed in the case of documentaries. For documentaries, both narration and 
subtitling are theoretically justified since both allow the presence of the original 
soundtrack to provide an impression of authenticity (Kilborn 1993: 643). It is 
interesting to note, however, that no documentaries are delivered in narration alone. 
The frequent overlap of the off-screen narrator's voice and the voices of characters 
on the screen (Luyken et al. 1991: 134) explains the motivation for the combined 
language transfer method: in the transferred version, the narrator's voice is in the 
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target language whereas the words of the characters on screen are conveyed via 
subtitles. All the products delivered in this double-mode have this hybrid structure in 
the original too. On the other hand, however, not all the documentaries that were 
subtitled consisted of only off-screen or only on-screen voices. The choice of a 
particular method is not even theme-bound. There is no consistent pattern or a 
specific strategy related to the products themselves that motivates the choice of 
language transfer method in the case of documentaries. 
The distinction as to the screen translation method between documentaries and 
cartoons and the rest of the programmes is rather obvious and does not need to be 
commented upon. Documentaries and cartoons are generally revoiced in Greece, 
despite the fact that it is a subtitling country, especially if the targeted audience, as in the 
case of cartoons, is below reading age. As expected, films and series would be the first 
two types of programme material to be subtitled in a subtitling country, such as Greece, 
it is thus from these two categories of film types that the material analysed in this chapter 
will come from. 
Section 4.1.2 is an overall presentation of the material to be analysed in Section 4.2. 
However, what should be examined first is the current trends of subtitling and translation 
in Greece that affect the predominant method of screen translation in this country, i. e. 
subtitling in this case. As the choice of languages is given (English > Greek), it would be 
useful to refer to one of the latest concerns in translation circles, a continuously growing 
phenomenon, which is the predominant use of English as a lingua franca and into effects 
into lesser-used European languages, such as Greek. 
4.1.1.1. Translation into Lesser-Used Languages 
The issue of translation into lesser-used European languages, especially when the 
source language is English, has been of considerable concern to Translation Studies; it 
is one of the most recent and discussed issues. The move of English from the position of 
a dominant language to one of lingua franca both from a worldwide and a European 
perspective has influenced translation dramatically. Let us not forget that translation is 
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not an independent activity; it is rather a social event that is influenced by a number of 
factors and constraints that operate around it. 
As Anderman discusses in her article "A Global Language for the Global Village" (2000), 
the world has witnessed the birth of a new language, "McEnglish", in a new world, 
"McWorld". This is a free-floating variety of English used all over the world, but it is not 
suitable to transfer a nation's literary heritage or its cultural identity. English has become 
the world's lingua franca and this fact is the result of three main causes: 
a) The contact of English with other languages throughout history has resulted in the 
development of a kind of hybrid language. 
b) There are already established linguistic varieties of English, which differ greatly from 
standard English, an offspring of British colonialism. 
c) The gradual importance acquired by the United States as a leader in scientific and 
technological developments and in consumer culture has also bestowed increasing 
importance on the country's national language, i. e. English (Anderman 2000: 47-50). 
The situation described above is not a recent phenomenon, but has its roots deep in the 
history of western civilisation. However, a recent phenomenon is the newly acquired role 
of English as the lingua franca of Europe. This phenomenon is chronologically situated 
in the second half of the 20th century, a position acquired after the decline of French, 
which operated as the lingua franca of Europe and the language of the higher echelons 
of the community in the first half of the 20th century. 
A result of this double role of English as the lingua franca of Europe, on the one hand, 
and of the world, on the other, is obvious in the case of literature. In our era of 
globalisation and easier communication and exchange of ideas between people, literary 
flow, in particular, seems to be rather uni-directional, i. e. from British and American 
English into other languages. The opposite situation is rare and it mainly happens when 
the works of literature conform to the Anglo-American traditions. 
The same situation can be observed in film as well, again closely related to literature. 
The USA is the leading exporter of films in the world and its imports from other countries 
apart from England are restricted. The following tables show how the percentage of 
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releases outside their home market in 1991, as well as the market share estimates of 
European films in 1990, the year of such popular releases as Cyrano de Bergerac 
(France), Cinema Paradiso (Italy) and Atame (Spain). 
Table 15: Percentages of Films Released Outside their Home Market 1991 
French German Italian Spanish I British American 
France 100 8 8 8 56 57 
Germany 7 100 8 6 39 58 
Italy 29 13 100 8 78 82 
Spain 25 11 8 100 67 69 
Austria 16 35 8 6 33 54 
Belgium 45 8 6 11 53 65 
Denmark 3 4 1 0 19 43 
Finland 4 0 2 0 11 43 
Netherlands 15 0 2 0 22 47 
Norway 14 0 3 0 33 47 
Portugal 14 4 11 2 92 70 
Sweden 8 1 3 3 36 47 
Switzerland 39 24 20 3 33 65 
UK 14 4 4 3 100 59 
USA 12 849 65 100 
Figures for Denmark and USA are for 1990 
Source: national agencies, Screen Digest 
British Screen Advisory Council & 
Media Business School 1992: 32 
Table 16: Market Share Estimates of European Films in the USA in 1990 
Market share estimates 
of European films in USA 
1990 
French films 0.17% 
German films 0.03% 
Italian films 0.26% 
Spanish films 0.08% 
019900 
The year of 
Cinema Paradiso 
Cyrano de Bergerac 
Tie Me Up, Tie Me Down 
British Screen Advisory Council & 
Media Business School1992: 38 
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If we study the situation with respect to literature, Anderman suggests that literatures 
with long and established traditions are more likely to assign peripheral positions to 
translated literature, while in 'younger' or 'weaker' literatures translation plays a crucial 
point (2000: 47-50). There is currently a hierarchy in literatures and at the present 
moment the Anglo-Saxon one is leading. Even though Greece had a very strong literary 
position in the past vis-ä-vis the rest of Europe, this is no longer the case. Hence, one 
can expect translated literature (including subtitling) to play a prominent role in Greece 
and translations to retain anglicisms. 
The situation is more telling when it comes to screen productions. The comparative 
figures for local and foreign productions for cinema and video are as follows: only 4.5% 
of cinema releases are Greek products, whereas 74.4% of foreign productions aired in 
Greece have English as their language of origin; on video, only 1.6% of the releases are 
Greek productions, whereas 99.7% of the foreign productions on video have English as 
their language of origin. Things seem to change a little when it comes to television: only 
47.5% of total TV airtime is dedicated to foreign productions, and this is probably 
because television has always been considered a more 'live' medium, a carrier of news, 
information and entertainment, and has always been more closely associated with local 
culture as compared to cinema and video (Karamitroglou 1998). 
But how is this situation to be explained? Greece is by definition a nation of travelling 
people, open to innovative elements and interaction with foreign cultures, a fact that 
means that foreign literary productions achieve a high status in Greek cultural life. This 
cinema stance in relation to the global expansion of anglophone products and the 
position of the United States as the world leader of consumer products, has resulted in 
the phenomenon of 'xenomania' and, in particular, 'Anglo-mania' in Greece. 
This can also be seen if we look at the rates of subtitling and dubbing in Greece. It is a 
given fact that Greece is a subtitling country that uses revoicing only in rare situations, 
such as documentaries, sports commentaries, children's programmes etc. Of all 
remaining programmes on Greek TV, there has been a tendency lately to dub some 
soap operas that were typically subtitled in the past. The reason given for this recent 
choice is the airtime of these soap operas (usually around noon) and their subsequent 
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association with a particular audience, i. e. housewives, who usually deal with house 
chores when these soap operas are aired, which makes dubbing a logical and viable 
solution. However, one cannot help but noticing that not all soap operas are dubbed and 
that the language of the original production in the ones that are actually dubbed is other 
than English, often Brazilian soap operas. 
4.1.2 Type of Material Analysed 
As shown in Section 4.1.1, the two most traditionally subtitled programme types in 
Greece are films and series; it is from these two categories that the material for this 
research has been gathered. Below we will try to represent all programme categories in 
a diagram, based on the text types under which each category would fall following 
Newmark's categorisation, rather than programme type as in Table 14. 
We have already examined in Chapter 1 the suitability of screen translation methods 
according to different programme types. As Greece is a subtitling country, subtitling is 
invariably used in all film types -with the exception of programmes for children under 
reading-age as well as a few soap operas (recent trend) which are dubbed, sports and 
news programmes in which voice-over is used, as well as some information programmes 
(such as documentaries) in which off-screen narration is sometimes used, usually in 
combination with subtitling. As seen in Section 4.1.1 though, it is in the categories of 
films and series that subtitling is used the most, so the examination of genre 
characteristics and trends in subtitling in this chapter will be conducted using material of 
these two film types. We will now try to establish a model examining what translation 
strategies are used depending on the type of text to be subtitled. 
If we adapt screen production to Newmark's division of text types and the three 
parameters (function, core and author's status) indicated in each (see Section 3.3.5), the 
results are as follows: 
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Table 17: The Three Parameters of Newmark's Text Types Applied to Film 
I yPe kluly HuuwI a sLdLU runcuun 
Serious dramatic Writer 'sacred' Expressive 
productions 
Drama for Viewers 'anonymous' Vocative 
entertainment 
Opera Writer 'sacred' Expressive 
Children's Viewers 'anonymous' Vocative 
programmes 
(entertainment) 
Children's 'truth'/viewers 'anonymous' Informative 
programmes mainly 
(educational) 
Educational 'truth' 'anonymous' Informative 
programmes 
IInformation 'truth' 'anonymous' Informative 
programmes 
The above table can be rearranged in a simpler form as follows: 
Table 18: Newmark's Division of Text Types Applied to Film 
e Writer 'truth' Viewers 
hor's status 'sacred' 'anonymous' 'anonymous' 
)e Serious dramatic Educational & Drama for 
productions information entertainment 
Opera programmes purposes & most 
i children's 
As the choice of material to be analysed in this chapter comes from films and TV series, 
the job type under which these categories fall, although not discrete, is that of 'drama for 
entertainment purposes', it is obvious that the text type for all material to be analysed is 
vocative, with all the implications this has for translation. In vocative texts, the author's 
status is mainly anonymous, whereas the viewer is given primary emphasis in the 
translation procedure, which means that equivalence of function is the strategy 
commonly employed in this case. 
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The second point that should be stressed, however, is that although most of the material 
comes from films, an effort has been made to choose films of different genres (drama, 
action films and comedies), another factor likely to affect the translation process, as the 
translation problems encountered in each genre would all be of a different nature. 
Finally, instead of analysing entire films, which would be time-consuming, 5-10 minute 
segments (a scene from the film) have been chosen from each film for detailed analysis. 
This way it becomes possible for the researcher to expand on the number of films/TV 
series to be analysed, making the sample more representative. 
The three main criteria determining the analysis of the material gathered for this 
research can be summarised as follows: 
a) The material is of a vocative nature. 
b) Although all material is of a vocative nature, the films/TV series analysed belong to 
different genres (drama, action films and comedies). 
c) Not entire films/TV series are analysed; instead 5-10 minute segments have been 
selected, making it possible to subject a larger number of films to analysis and 
ensure that the sample is representative. 
Finally, the underlying factor of this analysis, as discussed in the previous section is that: 
a) The language of all material is English (American) translated into Greek. 
b) The translation trends in Greece are influenced by the characteristics of translation 
11 into lesser-used European languages. 
4.1.3. Presentation of the Material Analysed 
The material chosen for analysis here was not easy to collect. As already mentioned, the 
choice of programmes to be analysed was films/TV series of all the genres listed above. 
However, this choice was severely constrained by the fact that timecoded videotapes 
and scripts are protected by copyright law and, therefore, it was not an easy task to 
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actually find the material needed for this research project. Various methods were used to 
locate the material: 
a) The first method was contacting subtitling facilities in Greece, to request scripts and 
subtitle files. This request was in most cases successful; the only problem was the 
limited nature of the material found, depriving the present author of the luxury of 
choice. 
b) The second method was to use material released on videotape, which would require 
the additional effort to transcribe both the subtitles and the dialogue, as no script was 
provided. To overcome the latter obstacle, published film scripts were used and, 
where these were not available, the internet was used as a resort to look for scripts 
published on-line. This was often a successful method, but the scripts available were 
not always post-production ones. A few of the scripts found on-line were pre- 
production ones, meaning that they differed considerably to the films themselves, to 
the extent of that entire scenes missing either from the script or in the film itself. In 
such cases, the transcription method had to be used for the missing scenes. 
c) Transcription of the original dialogue of a film was used for part or the entirety of film 
extracts were post-production scripts were not available. Subtitle files were also 
transcribed from their videotape releases or videotaped TV broadcasts of TV series, 
where these were not otherwise available. 
This whole process proved to be extremely laborious and lengthy, but the material 
necessary for this research was finally gathered. " 
The material finally collected for this research project is as follows: it consists of different 
genres of films based on their content: drama (character depiction), situation comedy 
(linguistic difficulties, such as puns, etc) & action films (strong visual element): 
> As Good As It Gets 
> Blow up 
> Casablanca 
> Dracula: Dead and Loving It 
> The Godfather 
Comedy 
Thriller 
Drama 
Horror Comedy 
Action, Gangster 
"I would like at this point to express once more my gratitude to all the people without whose help 
my research would have never been completed. 
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Kramer vs. Kramer 
r My Best Friend's Wedding 
:- Pulp Fiction 
Star Trek: Generations 
Titanic 
Usual Suspects 
rX Files: The Walk 
Court Drama 
Romantic Comedy 
Action, Thriller 
Science Fiction 
Drama 
Action, Thriller 
Science Fiction 
If we were to represent the above films in a table based on their content, the division 
would be as follows: 
Table 19: Films Categorised by Film Genre 
Drama (character Situation comedy 
depiction) (linguistic 
Casablanca As Good As It Gets 
Kramer vs. Kramer Dracula: Dead and 
Loving It 
Titanic My Best Friend's 
Star Trek I Blow Up 
X Files: The Walk The Godfather 
Pulp Fiction 
Usual Susp 
Each film will now be further analysed in Section 4.2. 
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4.2 ANALYSIS OF THE DATA 
In her book Translation Studies: An Integrated Approach, Mary Snell-Hornby 
distinguishes two main trends dominating the translation scene in Europe: the linguistic 
and the functionalist approach (1988: 14). As regards screen translation, however, a 
functionalist approach is of main importance, as has been shown in Chapter 3. This is 
easy to understand because screen translation is a translation genre that, generally 
speaking, can be characterised as TL oriented. The function of the translated text, which 
mainly has to do with its intended audience, is a predominant factor in the translation 
process. Much less attention has been given to screen translation from a linguistic point 
of view, as screen translation is often considered as mere adaptation rather than 
'translation proper'. 
It is the present author's belief that translation in general, and screen translation in 
particular, cannot be viewed from a mere functionalist or linguistic standpoint if one is to 
gain a clear and comprehensive view of the field. As the linguistic approach is -rightly, in 
my opinion- considered more restricted than the functionalist one (which encompasses 
much more than linguistics), I will try to investigate the ways in which the function of a 
translated text (largely determined by the film genre a film belongs in) influences the 
changes made in the text on a linguistic level. Although a separate investigation of both 
is possible and the value of each cannot be underestimated, the two are interconnected 
and findings from one often form parameters for the investigation of the other. This holds 
particularly true of screen translation, in which the predominant importance of its function 
is or should always be taken into consideration when dealing with translation on the 
linguistic level. 
What are, thus, the particulars of the method of investigation that will be followed here 
and how can the findings be analysed? 
The initial analysis of the film material gathered in the following sections is undertaken at 
the linguistic level, by comparing the speech ratios in the voicetrack and the subtitle files 
of the films. The first speech ratio analysed is that of the speech rate in the subtitles as 
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compared to that in the dialogue (words in subtitles vs. spoken words), whereas the 
second is the speech rate in the subtitles as compared to the total programme running 
time of the film, i. e. the ratio of number of words in the subtitles vs. programme running 
time. The degree of reduction should be clear from the above data. 
Lomheim's model of translations strategies used in subtitling will serve as a starting point 
to further investigate the parameters of the norms which operate within screen 
translation and, in particular, subtitling. The analysis will be made on the basis of word 
count in the original voicetrack and this will be compared against the number of words in 
the subtitles. Although this method is not entirely straightforward, as lexical structures of 
different languages (English and Greek, in our case) differ, there is no other means of 
comparison in order to reach quantitative results. Word count will be on the basis of the 
seven strategies proposed by Lomheim (1999: 202-204), slightly adapted to the needs of 
the present research (i. e. Gottlieb's definition of 'expansion' is used in the present 
model). The analysis on the basis of these seven strategies will provide further insight in 
the reduction strategies employed in subtitling, as compression and omission will be 
examined separately this way and can easily be compared and contrasted. 
The translation strategies on the basis of which subtitled texts will be analysed in the 
following sections are: 
1) Neutralisation, to signify expressions that are rendered more neutrally in the TL 
and not in a colourful or idiomatic way as in the SL. For example: 
Orig inal dialogue 
If you can make it here, you can make it anywhere, you ugly, smelly fuck. 
Greek subtitle English back-translation 
Av Em4r uEiS cbw, 
ea errs "aeic orrouö TToTE, KOrrpE! 
If you can survive here, 
you can survive anywhere, you mongrel! 
2) Specification, to signify cases in which text has been specified in the TL, usually 
cases of hypernyms in the SL rendered by hyponyms in the TL. For example: 
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3) Generalisation, to signify cases where the TL expression is more general than in 
the SL, often the opposite of Specification. For example: 
Orig inal dialogue 
Maybe some nice neighbor shoved him down the garbage chute? 
Greek subtitle English back-translation 
IQWS KärrolOS KoA6S VEiTOVaS 
ToV EQTr wE oTa QKOUrriöia; 
Maybe some nice neighbor 
pushed him in the garbage? 
Original dialogue 
You know what they call a Quarter-Pounder in Paris? 
Greek subtitle English back-translation 
EEpEIS rrwS ANs TO XäprroupVKEp 
Quarter-Pounder Qro flapiGi; 
You know what they call a Quarter- 
Pounder hamburger in Paris? 
5) Compression, to signify cases in which the SL text has been edited down in the 
TL version. For example: 
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One minute they're havin' a Denver omelette, next minute someone's stickin' a 
aun in their face. 
EKEi rrou TpWVE, Kärroios While they're eating, someone's 
us ßäsi t va örrAo QTa poüTpa. putting a gun in their face. 
Ori ginal dialogue 
'How could she find hop e in the most shameful part of her? ' 
Greek subtitle English back-translation 
«Apayc Oa pTropoüaE va ßpEi 'How could she find hope in her shame? ' 
cArriöa /JEQa Qrrly vrporrn rrl ;» 
6) Omission, to signify cases where SL text has been omitted from the TL version. 
For example: 
How did he get down the basement? 
1 mean even if he qot on the elevator, how...? 
lwS £cpTaoE QTO unöyeio; 
Kai Qio aaavaEp_va Epiraivc... 
MayiovE4a. 
How did he get down the basemen 
Even if he got on the elevator...? 
7) Translation, to include all other cases of language transfer from the SL to the TL. 
For example: 
It should be noted here that apart from the case of expansion that, for the purposes of 
this research includes culturally-specific information that is expanded in form in the TL 
version, and which is not included in Lomheim's definition of expansion, a further 
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distinction has been made in measuring reduction. More specifically, as in the analysis 
Lomheim makes of subtitle texts (1999), the category of reduction has been split into 
compression and omission, as also for the purposes of the present analysis. It is the 
view of the present author that the results as regards omission would be quite interesting 
in their own right from a subtitler's point of view. Editing down of text (i. e. reduction) is 
the main process that takes place in subtitling, as any subtitler would testify and this is 
the first principle any subtitler trainee is trained in. It would, thus, be interesting to see 
though how much of this is text that is actually omitted altogether from the TL version, as 
an overriding percentage of omission over expansion or vice versa could have some 
educational significance of its own. 
As the purpose of the analysis of translation strategies in subtitling is with respect to 
form (the horizontal axis of Lomheim's model), the results at which this analysis aims 
are: 
> The degree of actual transfer of dialogue (including neutralisation, generalisation, 
specification and translation, although these translation strategies may differ as 
regards content). 
> The degree of reduction (including compression and omission). The importance of 
this strategy in subtitling from language pairs such as English into Greek, where 
there is an expected 20-30% expansion in translating the originals, is paramount. 
> The degree of expansion, including instances of culture-specific references that 
require expanded expressions in the TL. 
The results of such an analysis could reveal a tendency for greater or lesser reduction of 
the dialogue based on genre-governed factors. They could also reveal whether the gross 
reduction percentages found based on subtitle/speech ratio are accurate as compared to 
the reduction percentages found after a linguistic analysis of the translation strategies 
followed. The next step would then be to use these results for the evaluation of the 
subtitling strategies used or for a comparative study of subtitling strategies used in other 
countries. 
The following sections provide an individual analysis of the translation strategies 
employed in each of the film segments selected for this research according to 
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Lomheim's translation strategies (see section 3.5.6). The focus will be on the horizontal 
axis of analysis, based on quantitative measures as to the degree of transfer in each 
case. A detailed analysis of the following extracts is present in the Appendices 8 -19. 
4.2.1 Casablanca 
Casablanca, dating from 1942, is a romantic masterpiece and arguably one of the 
greatest movies ever produced. The performances of Humphrey Bogart and Ingrid 
Bergman in the two leading roles have made this film the epitome of love-stories, while 
the lines "Play it again, Sam" and "Here's looking at you kid" have often been quoted or 
misquoted. Also, the theme of the movie, the song "As Time Goes By", is considered a 
classic. This is a film that is indisputably a landmark for American cinema. 
The story is that of an American expatriate and war profiteer in WWII in Morocco, played 
by Bogart. He runs the Cafe Americain, where he meets once again with the love of his 
life (Bergman), beautifully portraying the torn lover, and decides to stand up to the 
French Resistance. The brilliant performances of both the leading as well as the 
supporting actors, together with a story with unexpected turns and one of the greatest 
endings of all times, makes this a film ones definitely wants to "play again". 
The total running time of the film is approximately 99 minutes. The extract examined in 
this section has a total duration of approximately 9 minutes and 18 seconds, i. e. it 
represents one tenth of the film. The script used in this case was a 1974 publication 
(Curtiz 1974) and the subtitles come from the video release of the film in Greece. The 
results of this analysis are included in Appendix 8 and are summarised below: 
> Subtitle Rate / Speech Rate ratio, giving the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 934/9.3 = 100.43 words per minute 
SUBTITLE RATE: 467/9.3 = 50.215 words per minute 
REDUCTION: 50% 
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¢ Percentages of translation strategies used according to Lomheim's 
categorisation: 
Translation 448 words 47.9657% 
Omission 338 words 36.1884% 
Compression 90 words 9.6359% 
Expansion 8 words 0.8565% 
Generalisation 23 words 2.4625% 
Specification 14 words 1.4989% 
Neutralisation 13 words 1.3918% 
¢ Results according to proposed model: 
Transfer 53.3189% 
Reduction 45.8243% 
Expansion 0.8565% 
¢ Results based on subtitle/speech rate ratio as regards reduction in the 
subtitle text (50%) match closely the results from the detailed analysis 
of the translation strategies employed in the subtitling of this film 
(45.8243%). 
Casablanca 
0.8565 
re Transfer 
45.8243 Reduction 
53.3189 Expansion 
Chart 1: Casablanca 
4.2.2 Kramer vs. Kramer 
Kramer vs. Kramer is a 1979 court drama, an adaptation of Avery Corman's novel about 
the aftermath of divorce, which Brenton has turned into a memorable exploration about 
parenthood. Dustin Hofman and Meryl Streep provide exceptional Academy Award- 
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winning performances, as the New York married couple, Ted and Joanna Kramer. 
Streep, the dutiful wife and mother, decides to leave her husband wanting to find herself 
after a lifetime of being "somebody else's wife". Hofman, a selfish advertising executive, 
is left to take care of their six-year old son on his own. The situation is particularly hard 
for the workaholic father who has never had to take care of his son before. As his care- 
taking skills improve, father and son develop a relationship and Ted feels like a true 
parent for the first time in his life. Joanna later returns to 'reclaim' the child and a heart- 
rending custody battle begins. 
The total running time of the film is approximately 105 minutes. The extract examined in 
this section has a total duration of approximately 8 minutes and 57 seconds, i. e. it 
represents one eleventh of the film. The script in this case was audio-transcribed by the 
present author, whereas the subtitling comes from the video release of the film in 
Greece. The results of this analysis are included in Appendix 9 and are summarised 
below: 
> Subtitle Rate / Speech Rate ratio. giving the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 1,172/8.95 = 130.9497 words per minute 
SUBTITLE RATE: 489/8.95 = 54.6368 words per minute 
REDUCTION: 41.7235% 
¢ Percentages of translation strategies used according to Lomheim's 
categorisation: 
Translation 530 words 45.2218% 
Omission 483 words 41.2116% 
Compression 99 words 8.447% 
Expansion 28 words 2.389% 
Generalisation 11 words 0.9385% 
Specification 8 words 0.6825% 
Neutralisation 13 words 1.1092% 
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L Results according to proposed model: 
Transfer 
Reduction 
Expansion 
47.952% 
49.6586% 
2.389% 
¢ Results based on subtitle/speech rate ratio as regards reduction in the 
subtitle text (41.7235%) as compared to the results from the detailed 
analysis of the translation strategies employed in the subtitling of this 
film (49.6586%) reveal a large percentage of reduction in the subtitles 
of this film. 
Kramer vs. Kramer 
2.389 
O Transfer 
47.952 ® Reduction 
49.6586 
j1 
1Q Expansion 
Chart 2: Kramer vs. Kramer 
4.2.3 Titanic 
James Cameron's Titanic is a 1997 action-packed romance, set against the ill-fated 
maiden voyage of the R. M. S. Titanic, that received 14 Academy Award nominations and 
11 Academy Awards. Starring Leonardo Di Caprio and Kate Winslet, this is a love story 
between Jack and Rose, two passengers on the Titanic. All begins when an undersea 
expedition at the wreckage of the Titanic unearths a nude drawing of Rose De Witt 
Bukater, one of the then passengers of the 'unsinkable' ship. The story of Rose then 
starts unwinding, as the now 'old' Rose, who has subsequently been brought to the 
scene, narrates it. Vacationing aboard the Titanic with her extravagantly rich fiance at 
seventeen years of age, and suffocating under the rigid confines and expectations of 
Edwardian society, she falls in love with Jack Dawson, a third-class passenger and free- 
spirited artist, who saves her from jumping overboard and ignites the fire of passion 
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inside her. Once Jack opens Rose's eyes to the world and gets her to see outside her 
gilded cage, a powerful passion begins and nothing is going to come between them, not 
even the sinking of the Titanic. Meanwhile, the crew tempts to test the cross-Atlantic 
speed record and end up leading the ship into an iceberg, beautifully portrayed by 
extravagant special effects. 
The total running time of the film is approximately 191 minutes. The extract examined in 
this section has a total duration of approximately 8 minutes and 44 seconds, i. e. it 
represents 1/21 of the film. An electronic script was used in this case 
(http: //blake. prohosting. com. bamzonltitanic. txt), while the subtitling comes from the 
video release of the film in Greece. The results of this analysis are included in Appendix 
10 and are summarised below: 
> Subtitle Rate / Speech Rate ratio. giving the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 694/8.73 = 79.49 words per minute 
SUBTITLE RATE: 491/8.73 = 56.24 words per minute 
REDUCTION: 29.24% 
> Percentages of translation strategies used according to Lomheim's 
categorisation: 
Translation 444 words 63.9769% 
Omission 167 words 24.0634% 
Compression 37 words 5.3314% 
Expansion 14 words 2.0172% 
Generalisation 14 words 2.0172% 
Specification 10 words 1.4409% 
Neutralisation 8 words 1.1527% 
> Results according to proposed model: 
Transfer 68.5877% 
Reduction 
Expansion 
29.3948% 
2.0172% 
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L Results based on subtitle/speech rate ratio as regards reduction in the 
subtitle text (29.24%) match very closely the results from the detailed 
analysis of the translation strategies employed in the subtitling of this 
film (29.3948%). 
Titanic 
2.0172 
29.394 
O Transfer 
  Reduction 
O Expansion 
68.5877 
Chart 3: Titanic 
4.2.4 As Good As It Gets 
As Good As It Gets is a 1997 film that received Oscars both for best leading actor (Jack 
Nicholson) and best leading actress (Helen Hunt). Efforts to define the film in concise 
terms appear to elude both the cast and the director. At the heart of the story is a 
romantic comedy. It is a 'boy meets girl' story, the director, J. J. Brooks, explains, but 
defies any conventional way of story telling. Hunt also defines it as a romantic comedy, 
but points out that it encompasses a lot of other things, as most of Brooks' movies. This 
is a story that deals with aspects of many different relationships, Kinnear points out 
(http: //www. sonypicturescom/movieslasgoodasitgets/). 
This comedy is about a pulp novelist, Melvin Udall (Nicholson), who lives in a blaze of 
obsessive-compulsive behaviour patterns, which manifest themselves in the most 
infuriating, comic-tragic ways, such as avoiding to step on the cracks in the sidewalk and 
rigidly adhering to his daily breakfasts in a nearby cafe. Carol Connelly (Hunt), a single 
mother with a seriously ill son, is the only waitress he accepts to serve him, as she is the 
only one patient with his antisocial behaviour. Melvin's world one day falls apart when a 
gay neighbour, Simon (Greg Kinnear), has an accident and needs a baby sitter for his 
dog. Melvin is compelled by circumstances to undertake the responsibility, despite his 
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homophobic nature. Thus, he allows another being into his world to disrupt his daily 
patterns. When Carol is kept from her work one day, due to her son turning very ill, he 
realises the special relationship that they have formed and decides to visit her at home. 
After a series of events, this trio, that have almost nothing in common, find themselves 
embarking on a journey together - both literally and figuratively. The comic effect is 
further supported by a cast such as Cuba Gooding Jr as Simon's art dealer, Shirley 
Knight as Carol's supportive mother and Jesse James as Carol's son. 
The total running time of the film is approximately 139 minutes. The extract examined in 
this section has a total duration of approximately 9 minutes and 20 seconds, i. e. it 
represents 1/14 of the film. An electronic script was used in this case 
(http: //blake. prohosting. com/awsrrVscript/asitgets. txt), while the subtitling comes from the 
video release of the film in Greece. The results of this analysis are included in Appendix 
11 and are summarised below: 
> Subtitle Rate / Saeech Rate ratio, giving the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 962/9.33 = 103.1 words per minute 
SUBTITLE RATE: 599/9.33 = 64.2 words per minute 
REDUCTION: 37.73% 
> Percentages of translation strategies used according to Lomheim's 
categorisation: 
Translation 569 words 59.1476% 
Omission 268 words 27.8586% 
Compression 62 words 6.4449% 
Expansion 30 words 3.1185% 
Generalisation 6 words 0.6237% 
Specification 19 words 1.9750% 
Neutralisation 8 words 0.8316% 
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Results according to proposed model: 
Transfer 
Reduction 
Expansion 
62.5779% 
34.3035% 
3.1185% 
Results based on subtitle/speech rate ratio as regards reduction in the 
subtitle text (37.73%) match closely the results from the detailed 
analysis of the translation strategies employed in the subtitling of this 
film (34.3035%). 
As Good As It Gets 
3.1185 
34.3035 ® Transfer 
  Reduction 
O Expansion 
$2.5779 
Chart 4: As Good As It Gets 
4.2.5 Dracula: Dead and Loving lt 
Dracula: Dead and Loving It is a 1995 film written, directed and produced by Mel Brooks, 
and, as every Mel Brooks classic, is full of straight-up goofiness and crazy gags. 
Dracula: Dead and Loving It is Mel Brooks' make-over of 1897 Bram Stoker's Dracula. 
To quote Brooks, 
This Dracula is constantly being tripped up by his own evil schemes and 
misfiring magic. Every time he's ready to strike, something goes embarrassingly 
wrong. 
http: //www. holt ywood. com/videoguide/movies/dracula4ext/1. html 
Mel Brooks was inspired to produce this horror comedy from Francis Ford Coppola's 
Dracula, but needed the perfect actor to play the Prince of Darkness in a lighter vein. It 
was in the protagonist of the famous Naked Gun series, Leslie Nielsen, that Mel Brooks 
found his star. Leslie Nielsen's renowned comedy skills, together with the authority, 
dignity and charm that the actor possesses made him eligible for the role of the super- 
human monster who is hopelessly inept. The role of the immortal count's mortal enemy, 
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Dr Van Helsing, that of a brilliant professor of strange phenomena and world-famous 
vampire hunter, is played by Mel Brooks himself. In their first encounter, Van Helsing 
and Count Dracula match wits by trading insults in fluent Moldavian - an amusing 
language created for the purposes of the film. 
The film takes place in its original time period (1893), with colourful costumes, a rich 
Gothic score and appropriately atmospheric sets. The latter include Dracula's ancient 
and notoriously eerie castle, a seagoing schooner, a London opera house, a foreboding 
mausoleum, lovely Victorian boudoirs, and a huge, lavishly decorated ballroom 
containing hundreds of elegantly dressed extras. The film includes elements of both 
slapstick, as well as situational and verbal comedy. 
After several centuries in his Transylvanian castle, Count Dracula has a longing to leave 
his native home and look for new eligible victims in England. He is all set to take 
Victorian society life by storm, but every time he is ready to strike, something goes 
embarrassingly wrong. And while the distinguished Doctor of Vampirology masterminds 
a plan to expose the vampire that has infiltrated London's high society, Count Dracula 
relentlessly pursues Mina, a proper English lady. Once he bites her, she loses all her 
Victorian inhibitions and attempts to make love to her virgin fiance, played by Steven 
Weber. In the mean time, Lucy, her best friend, flirts with the Count, not realising that 
she is actually flirting with a blood-thirsty monster. 
The extract of the subtitle file used in this analysis comes from the print of the film used 
for the cinema release, which was provided, together with an extract from the approved 
script of the film from the company contracted for the film's cinema release in Greece, 
Film'O'Press. The total running time of the film is 1 hour 30 minutes and 8 seconds and 
the total exhibition reel footage is 8112 feet and 00 frames. The film is divided in 10 
reels. The reel examined in this section is Reel Three, which has a total duration of 842 
feet and 13 frames (approximately 9 minutes) and represents one tenth of the film. The 
results of this analysis are included in Appendix 12 and are summarised below: 
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¢ Subtitle Rate / Speech Rate ratio, giving the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 659/9 = 73.22 words per minute 
SUBTITLE RATE: 488/9 = 54.22 words per minute 
REDUCTION: 25.948% 
Y Percentages of translation strategies used according to Lomheim's 
categorisation: 
Translation 519 words 78.755% 
Omission 128 words 19.423% 
Compression 0 words 0% 
Expansion 7 words 1.062% 
Generalisation 1 word 0.152% 
Specification 0 words 0% 
Neutralisation 4 words 0.607% 
L Results according to proposed model: 
Transfer 79.514% 
Reduction 19.423% 
Expansion 1.062% 
Results based on subtitle/speech rate ratio as regards reduction in the 
subtitle text (25.948%) match closely the results from the detailed 
analysis of the translation strategies employed in the subtitling of this 
film (19.423%). 
Dracula: Dead and Loving It 
19.423 1.062 
A Transfer 
  Reduction 
O Expansion 
79.514 
Chart 5: Dracula: Dead and Loving It 
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4.2.6 My Best Friend's Wedding 
My Best Friend's Wedding is a 1997 romantic comedy about two friends who made a 
pact that, if not married by the age of 28, they would marry each other. Julianne (Julia 
Roberts) and Michael (Dermot Mulroney) are these two friends and their 28'h birthday is 
coming up. When Julianne finds out that Michael is actually marrying someone else 
(Cameron Diaz) and even asks her to become her maid of honour, jealousy then creeps 
up; Julianne accepts, with a view to go to the ceremony and break up the couple before 
they exchange vows. Thus, a classic tale of a triangle -the boy, the girl and the boy's 
best friend- begins. Along the way, Julianne realises that she doesn't need to be married 
to be happy. It is a delightful comedy full of funny moments, wonderfully supported by 
the brilliant performance of Rupert Everett, as Julianne's gay best friend, co-conspirator 
and advisor. 
The total running time of the film is approximately 105 minutes. The extract examined in 
this section has a total duration of approximately 8 minutes and 34 seconds, i. e. it 
represents 1/12 of the film. In this case, a post-production electronic script available on 
the internet was used (http: //plaza26. mbn. or jp/-happywel/script/mbfw. html), while the 
subtitling comes from the video release of the film in Greece. The results of the analysis 
are included in Appendix 13 and are summarised below: 
> Subtitle Rate / Speech Rate ratio, giving the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 1106/8.566 = 129.115 words per minute 
SUBTITLE RATE: 593/8.566 = 69.227 words per minute 
REDUCTION: 46.383% 
> Percentages of translation strategies used according to Lomheim's 
categorisation: 
Translation 506 words 45.750% 
Omission 310 words 28.028% 
Compression 233 words 21.066% 
Expansion 19 words 1.717% 
P. GEORGAKOPOULOU 174 
QUANTITATIVE ANALYSIS OF TRANSLATION STRATEGIES ON THE 
BASIS OF FILM GENRE - GREECE: A CASE STUDY 
Generalisation 36 words 3.254% 
Specification 2 words 0.180% 
Neutralisation 0 words 0% 
Results according to proposed model: 
Transfer 49.184% 
Reduction 49.094% 
Expansion 1.717% 
Results based on subtitle/speech rate ratio as regards reduction in the 
subtitle text (46.383%) match closely the results from the detailed 
analysis of the translation strategies employed in the subtitling of this 
film (49.094%). 
My Best Friend's Wedding 
1.717 
®Transfer 
49.184  Reduction 
49.094 
O Expansion 
Chart 6: My Best Friend's Wedding 
4.2.7 Star Trek: Generations 
Star Trek: Generations is a 1994 science fiction adventure. This is the seventh feature in 
the Star Trek series, in which Captain James T. Kirk (William Shatner) only appears as a 
guess of honour, as he has passed the baton to Captain Jean-Luc Picard (Patrick 
Stewart). In the 1994 feature, Enterprise receives a distress signal from two ships about 
to be obliterated and Captain Kirk is asked to return to help. With his experience, he 
manages to save one ship, however he disappears in the process. The story continues 
with a mad physicist (Malcolm McDowell), whose plan is to achieve eternal bliss, which 
involves the destruction of a planet of 230 billion people as well as Enterprise itself in 
order to enter a space matrix. All will be lost unless Picard is successful in soliciting the 
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help of Captain Kirk, lost in another dimension. The cast also includes Whoopi Goldberg, 
as Guinan, as well as by James Doohan and Walter Koenig (Scotty and Chekov from 
the original Star Trek). 
The total running time of the film is approximately 110 minutes. The extract examined in 
this section has a total duration of approximately 8 minutes and 40 seconds, i. e. it 
represents 1/13 of the film. A post-production electronic script available on the Internet 
was used in this case (http: //www. hund/and. com/scripts/StarTrekGenerations. txt), while 
the subtitling comes from the video release of the film in Greece. The results of the 
analysis are included in Appendix 14 and are summarised below: 
> Subtitle Rate / Speech Rate ratio, giving the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 958/8.66 = 110.623 words per minute 
SUBTITLE RATE: 537/8.66 = 62.009 words per minute 
REDUCTION: 43.945% 
¢ Percentages of translation strategies used according to Lomheim's 
categorisation: 
Translation 570 words 59.498% 
Omission 316 words 32.985% 
Compression 35 words 3.653% 
Expansion 11 words 1.148% 
Generalisation 11 words 1.148% 
Specification 2 words 0.208% 
Neutralisation 13 words 1.356% 
> Results accordinci to aroposed model: 
Transfer 62.21% 
Reduction 
Expansion 
36.638% 
1.148% 
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Y Results based on subtitle/speech rate ratio as regards reduction in the 
subtitle text (43.945%) as compared to the results from the detailed 
analysis of the translation strategies employed in the subtitling of this 
film (36.638%) reveal a large percentage of reduction in the subtitles 
of this film. 
1.148 
36.638 0 Transfer 
  Reduction 
Q Expansion 
62.21 
Chart 7: Star Trek: Generations 
4.2.8 X Files: The Walk 
The episode "The Walk" from the series X Files chosen for analysis is the story of an ex- 
Vietnam soldier, now a quadruple amputee in an army hospital in Maryland, U. S. A., who 
uses astral projection as a means to harass the people whom he regards responsible for 
the death and injuries of Vietnam soldiers. This is a classic episode among the X Files 
series, carrying the characteristics of all X Files episodes. It is an action-packed episode, 
with a clever script and unexpected turns, as well as quick and dense dialogue (including 
voice-over). 
The story in this episode begins when Mulder and Scully turn their attention to a case of 
a phantom soldier who, according to Lieutenant Colonel Victor Stans, killed his wife and 
child and now wishes to see him suffer by not allowing him to take his own life. Although 
Mulder and Scully are accused by General Callahan of gross misconduct for their 
involvement in the case, Scully notices a similar case involving Staff Sergeant Kevin 
Aiklen, who also served with General Callahan in the Gulf War. Shortly after General 
Callahan himself is visited by this phantom soldier, a stranger is seen by his son Trevor 
in his house. A fingerprint search in the yard leads to the arrest of Quentin Freely, 
nicknamed Roach. He is imprisoned, accused of murder and then killed in his own cell. 
P. GEORGAKOPOULOU 177 
QUANTITATIVE ANALYSIS OF TRANSLATION STRATEGIES ON THE 
BASIS OF FILM GENRE - GREECE: A CASE STUDY 
Roach has testified of acting as the mailman for Leonard Trimble, a fellow veteran, 
called Rappo, a quadruple amputee at the army hospital. Mulder suspects Rappo of 
astral projection. Callahan's wife is murdered and Callahan tracks down Rappo, visits 
him at the hospital, but does not kill him. As Callahan attempts to leave, he is attacked 
by the phantom soldier and Mulder urges to help him. In the meantime Stans visits 
Rappo in his room and kills him with a pillow, at which point the phantom soldier 
disappears. 
In this case, the extract of the script needed for this analysis was provided by the 
company AudioVisual Enterprises who undertakes the subtitling of the series X Files for 
Mega Channel in Greece. The subtitles for the extract were transcribed after videotaping 
the present episode when it was broadcast on television. This particular episode of the 
series ("The Walk", Episode #3X07) comprises four acts and has a total duration of 
42: 52: 18. The extract examined is Act Two, with a total duration of: 1: 15: 27: 08 - 
1: 23: 57: 05 (08: 30: 03), i. e. nearly one fifth of the episode. The results of this analysis are 
included in Appendix 15 and are summarised below: 
> Subtitle Rate / Speech Rate ratio. giving the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 778/8.5 = 91.52 words per minute 
SUBTITLE RATE: 464/8.5 = 54.58 words per minute 
REDUCTION: 40.359% 
¢ Percentages of translation strategies used according to Lomheim's 
categorisation: 
Translation 458 words 58.87% 
Omission 163 words 20.951% 
Compression 150 words 19.28% 
Expansion 2 words 0.257% 
Generalisation 1 word 0.128% 
Specification 0 words 0% 
Neutralisation 4 words 0.514% 
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Y Results according to proposed model: 
Transfer 59.512% 
Reduction 40.231% 
Expansion 0.257% 
Results based on subtitle/speech rate ratio as regards reduction in the 
subtitle text (40.359%) match very closely the results from the detailed 
analysis of the translation strategies employed in the subtitling of this 
film (40.231%). 
Chart 8: X Files: The Walk 
4.2.9 Blow Up 
Blow Up is a 1966 film by Michelangelo Antonioni, who received Academy Award 
nominations both for Best Writer and Best Director the same year for his first English- 
language film, Blow Up. The film also received an Academy Award Nomination for Best 
(Original) Story and Screenplay. It is a version of the 1959 short story "Las Babas del 
Diablo" by Julio Cortäzar. In this film, Antonioni beautifully portrays the relationship 
between photographer and director, just as Julio Cortäzar portrayed the relationship 
between the character and the writer in his book. This is Antonioni's view of the world of 
modern fashion and an examination of the existential nature of reality through 
photography, using an engaging provocative murder mystery as the plot (Pessacq 
1995). 
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The film involves "non-stop action", as the description on the video reads, and exposes 
the British counterculture of "mid-sixties London". The plot is about a desensitised to life 
fashion photographer, Thomas (David Hemmings), who has become bored of his 
lucrative career and his life of excess and turns to photographing in documentary style 
the sordid and seamy side of London. He accidentally takes some innocent snap shots 
of a couple in a park that turn out to be photographs of a murder. As such, this film 
would normally be characterised as an action thriller, although it falls short of the 
expectations that viewers have of action thrillers today. The main characteristic of action 
thrillers, however, such as limited spoken dialogue and a lot of action, focusing on the 
visual element rather than the spoken one, still holds true in this film. 
The total running time of the film is approximately 106 minutes. The extract examined in 
this section has a total duration of approximately 8 minutes and 50 seconds, i. e. it 
represents 1/12 of the film. The section chosen starts at the 10th minute and 30th second 
of the film, in order for the action to have progressed a little, since the first 10 minutes of 
the film have very little dialogue. The script used is the one published for this film 
(Antonioni 1971) and the extract of subtitles used come from the theatrical presentation 
of this film as part of the Panorama Film Festival in Greece, courtesy of Ms Efi Kallifatidi, 
also senior subtitler of the Thessaloniki Film Festival, the largest film festival in Greece. 
The results of the analysis of this piece are included in Appendix 16 and are summarised 
below: 
> Subtitle Rate / Speech Rate ratio, giving the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 393/8.83 = 44.507 words per minute 
SUBTITLE RATE: 294/8.83 = 33.295 words per minute 
REDUCTION: 25.19% 
> Percentages of translation strategies used according to Lomheim's 
categorisation: 
Translation 305 words 77.608% 
Omission 67 words 17.048% 
Compression 2 words 0.5089% 
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Expansion 6 words 1.5267% 
Generalisation 13 words 3.3078% 
Specification 0 words 0% 
Neutralisation 0 words 0% 
Results according to proposed model: 
Transfer 80.9158% 
Reduction 
Expansion 
17.5569% 
1.5267% 
¢ Results based on subtitle/speech rate ratio as reqards reduction in the 
subtitle text (25.19%) as compared to the results from the detailed 
analysis of the translation strategies employed in the subtitling of this 
film (17.5569%) reveal that there is limited reduction in the subtitles of 
this film, especially as compared to the other films analysed here. 
Blow UD 
17.5569 1.5267 
M Transfer 
Reduction 
Expansion 
80.9158 
Chart 9: Blow Up 
4.2.10 The Godfather 
"I'll make him an offer he can't refuse. " So said Marion Brando in The Godfather, but it 
could just as easily have come from Paramount vice-president Robert Evans when he 
plucked film school graduate Francis Ford Coppola from almost total obscurity and 
offered him the chance to direct the movie version of Mario Puzo's phenomenally 
successful bestseller (Smith 2000). The Godfather is a 1972 crime/gangster film and one 
of the greatest movies ever made, and has spawned two sequels. It is an epic about the 
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fortunes of the fictitious Corleones, a powerful Mafia family, with their own code of 
honour, justice, law and loyalty, in America in the 1940's and 1950's. The film received 
10 Academy Award Nominations and boasts an all-star cast (Marlon Brando, Al Pacino, 
James Caan, Robert Duval and others), excellent dramatic performances and 
unforgettable music. 
Vito Corleone (Marlon Brando) is the family patriarch, and his performance as the 
Godfather won him an Oscar and sealed his reputation as perhaps America's greatest 
film actor. After an assassination attempt, he is too ill to run the family business and his 
two sons, Michael (Al Pacino) and Sony (James Caan), with the help of consigliere Tom 
Hagen (Robert Duvall), lead the Corleones in war against other mob families. Packed 
with more classic lines than any other film, the Godfather won an Oscar for Best Picture, 
became a world-wide smash hit and marked career watersheds for James Caan and 
Robert Duvall. 
The sequel came in 1974, with Al Pacino and De Niro as the younger son, Don, one of 
the few sequels that surpassed the original. 16 years later, Coppola came back with a 
second sequel, this time with Pacino and Diana Keaton, a sequel that, however, never 
reached the heights of the previous two. 
The total running time of the film is approximately 161 minutes. The extract examined in 
this section has a total duration of approximately 10 minutes and 05 seconds, i. e. it 
represents 1/16 of the film. A post-production electronic script available on the internet 
was used in this case (http: //blake. prohosting. conylawsmiscriptITHEGODFATHER. txt), 
while the subtitling comes from the video release of the film in Greece. The results of the 
analysis are included in Appendix 17 and are summarised below: 
> Subtitle Rate / Speech Rate ratio, giving the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 784/10.83 = 72.391 words per minute 
SUBTITLE RATE: 453/10.83 = 41.828 words per minute 
REDUCTION: 42.1458% 
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Percentaqes of translation strateqies used accordinq to Lomheim's 
categorisation: 
Translation 385 words 49.107% 
Omission 249 words 31.760% 
Compression 117 words 14.923% 
Expansion 26 words 3.316% 
Generalisation 0 words 0% 
Specification 0 words 0% 
Neutralisation 7 words 0.892% 
Results according to proposed model: 
Transfer 49.999% 
Reduction 46.683% 
Expansion 3.316% 
Results based on subtitle/speech rate ratio as regards reduction in the 
subtitle text (42.1458%) match closely the results from the detailed 
analysis of the translation strategies employed in the subtitling of this 
film (46.683%). 
4.2.11 Pulp Fiction 
Pulp Fiction is a gangster film by Quentin Tarantino released in 1994, in which the 
writer/director revisits the seedier side of Los Angeles. This star-studded motion picture 
was a big hit due to its cast as well as its plot, which involves a mix of explosive action 
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and wickedly funny humour. This was Tarantino's blockbuster follow-up to Reservoir 
Dogs, another tribute to small time hoods and dangerous criminals. Its plot centres 
round a mythic Los Angeles underworld of drug dealers, molls, affable hitmen, 
restaurant-robbing lovers and a boxer out to scam the mob on his last professional bout. 
The film is noted for its smart, fast, funny and unshakable dialogue that is characteristic 
of Tarantino's films. 
The three interweaving tales are told in a circular, fractured manner and only fully 
connect at the end of the film. Jules Winnfield (Samuel L. Jackson) and Vincent Vega 
(John Travolta) are hit men employed by the vicious Marsellus Wallace (Ving Rhames). 
Wallace is married to Mia (Uma Thurman), a cocaine addict who has never succeeded 
in earning a living as an actress. Butch Coolidge (Bruce Willis) is a corrupt boxer 
approaching the end of a not too successful career who dreams of one score that will 
allow him to retire in comfort with his lover, Fabienne (Maria de Medeiros). Pumpkin (Tim 
Roth) and Honey Bunny (Amanda Plummer) are two psychopathic lovers who earn their 
living through armed robberies. The cast also includes quirky secondary characters like 
Vega's drug dealer Lance (Eric Stoltz) and his wife Jody (Rosanna Arquette); 
Christopher Walken as Captain Koons delivers one of the most bizarre monologues on 
film; and Harvey Keitel helps clean up a bloody mess as tuxedo-clad Winston Wolf. 
This is the film that put Travolta back in the box-office of the 1990's and established 
Samuel L Jackson as a superstar, as well as inspired an endless series of imitations. It 
also changed the face of independent cinema forever, by making it a legitimate player in 
the Hollywood mainstream. Tarantino has structured his films in five vignettes, which do 
not run in chronological order, so every time you view this film, it is a different 
experience. He has also used a soundtrack with which he has managed to make the 
language of his picture work its way into the national vernacular. 
The total running time of the film is approximately 154 minutes. The extract examined 
here constitutes the first 8 minutes and 22 seconds, representing approximately 1/18 of 
the film. 2 minutes and 10 seconds out of these is the credits sequence. Thus, the actual 
size of this highly verbose extract is 6 minutes and 12 seconds. In this case, a published 
version of the script was used (Tarantino 1994), while the subtitling comes from the 
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video release of the film in Greece. The results of the analysis are included in Appendix 
18 and are summarised below: 
> Subtitle Rate / Speech Rate ratio, givincg the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 1274/6.2 = 205.48 words per minute 
SUBTITLE RATE: 708/6.2 = 114.19 words per minute 
REDUCTION: 44.427% 
> Percentaaes of translation strateciies used according to Lomheim's 
categorisation: 
Translation 688 words 54.003% 
Omission 376 words 29.513% 
Compression 115 words 9.026% 
Expansion 17 words 1.334% 
Generalisation 34 words 2.668% 
Specification 9 words 0.707% 
Neutralisation 35 words 2.747% 
> Results according to proposed model: 
Transfer 60.125% 
Reduction 38.539% 
Expansion 1.334% 
> Results based on subtitle/speech rate ratio as regards reduction in the 
subtitle text (44.427%) match to a large extent the results from the 
detailed analysis of the translation strategies employed in the 
subtitling of this film (38.539%). 
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Pulp Fiction 
Chart 11: Pulp Fiction 
4.2.12 Usual Suspects 
Usual Suspects is a 1995 crime/gangster film that features a remarkably strong 
ensemble cast. It is a tale of deceit and misdirection, the story of five career criminals 
(played by Gabriel Byrne, Kevin Spacey, Benicio Del Toro, Kevin Pollak and Stephen 
Baldwin) who were brought together in a lineup of The Usual Suspects. As they wait to 
be interrogated, their talk ultimately turns to a potentially profitable job; inadvertently, the 
police have just created a dangerous gang of violent sociopaths. What no one realizes is 
that the hidden hand of one Keyser Soze -an unseen, nefarious, and mythic underworld 
crime figure- has been at work. The gang finds its way to Los Angeles, where they will 
be approached by Soze's representative, a lawyer named Kobayashi (Pete 
Postlethwaite). 
This exciting crime thriller is told in the form of flashbacks, cross-cutting, and voice-over 
narration as Verbal Kint is interviewed by Los Angeles Detective Dave Kujan (Chazz 
Palminteri). The handling of the intricacies of the non-linear narrative adds to the 
suspense, leaving viewers on the edge of their seats until the clever, satisfying finale. 
Filled with excellent performances from veteran actors (Kevin Spacey won his first 
Academy Award for his breakthrough role as Verbal Kint), The Usual Suspects placed 
Singer squarely on the cinematic map. 
The total running time of the film is approximately 105 minutes. The extract examined in 
this section has a total duration of approximately 09 minutes and 13 seconds, i. e. it 
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represents approximately 1/11 of the film. In this case, an electronic script available on 
the internet was used (http: //www. godamongdirectors. com/scripts/usual. shtml), while the 
subtitling comes from the video release of the film in Greece. The results of the analysis 
are included in Appendix 19 and are summarised below: 
> Subtitle Rate / Speech Rate ratio giving the percentage of reduction 
from the original text to the subtitle text of the film. 
SPEECH RATE: 831/9.216 = 90.169 words per minute 
SUBTITLE RATE: 502/9.216 = 54.470 words per minute 
REDUCTION: 39.591% 
> Percentages of translation strategies used according to Lomheim's 
categorisation: 
Translation 550 words 66.1853% 
Omission 207 words 24.9097% 
Compression 64 words 7.7015% 
Expansion 0 words 0% 
Generalisation 0 words 0% 
Specification 2 words 0.2406% 
Neutralisation 8 words 0.9626% 
> Results according to proposed model: 
Transfer 67.3885%% 
Reduction 32.6115%% 
Expansion 0% 
> Results based on subtitle/speech rate ratio as regards reduction in the 
subtitle text (39.591%) match to a large extent the results from the 
detailed analysis of the translation strategies employed in the 
subtitling of this film (32.6115%). 
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Usual Suspects 
0 
32.6115 Transfer 
  Reduction 
Q Expansion 
67.3885 
Chart 12: Usual Suspects 
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4.3 COMPARISON AND RESULTS 
Now that the results of the analysis of each film are available, we can easily compare the 
findings in order to see whether the initial hypothesis proposed at the beginning of this 
chapter is valid. To this effect two summary charts of all the findings are presented 
below, showing: 
a) A comparison of reduction percentages by examining two different speech ratios: 
i. The subtitle rate vs. speech rate ratio, thus resulting in a reduction 
percentage, where reduction is taken to mean the product, i. e. the 
resulting percentage as measured. 
ii. The reduction percentage, where reduction is defined as the process, 
the subtitling strategy or method employed by the subtitler. This is 
measured by a linguistic analysis of the subtitled text on the basis of 
Lomheim's horizontal axis of analysis (Chart 13), where the speech 
ratio of words in the subtitles vs. programme running time is 
calculated in order to assess the findings quantitatively. 
b) The results yielded by the application of three strategies of Lomheim's horizontal 
axis: transfer, reduction and expansion (Chart 14). 
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At this point it is appropriate to remind ourselves of a few facts about the raw material 
used for this research before taking the analysis further. 
> The films analysed are not comparable in terms of duration. 
> The subtitles analysed only represent a section of the title in question; this section 
was selected in order to represent 6-12% of the film and the characteristics of the 
segment were analysed. An effort was also made to select representative segments 
in terms of speech flow, but as we have no data for the entire films, whether these 
sections were representative enough is not a question that can be answered in the 
present analysis. 
> The films analysed do not pretend to be characteristic of the film genre to which they 
belong. Choice of film titles was somewhat of a luxury in this research project, as has 
already been explained in Section 4.1.3, and the films analysed were the ones that 
were available rather than characteristic of a film genre. However, all films analysed 
are well-known blockbusters, subtitled by major subtitle companies/prominent 
subtitlers in Greece, a point which would contribute towards making the results of 
this analysis as representative as possible. Furthermore, as films in particular are 
highly individual, this further difficulty imposed is meant to bestow the results of this 
analysis with a higher "reality and practicability" value. 
> The films analysed did not always represent a clear-cut case of belonging to one film 
genre or another. For instance, Dracula: Dead and Loving It is classified as Horror 
Comedy. It is the comic features, however, that prevail in this film, resulting in it 
being classified under Comedy. There are Horror features as well in this title, despite 
the fact that they are not dominant, whereas no Horror features exist in the other two 
titles that have been analysed in the Comedy category, i. e. As Good As It Gets and 
My Best Friend's Wedding. 
If we take all the above facts into consideration, we can proceed to analyse the findings 
of this Chapter. At a first glance, Table 20 reveals wide differences between films 
belonging to the same film genre, which do not appear to follow any sort of pattern. For 
example, when comparing the reduction percentage of Dracula: Dead and Loving It 
(19.423%), to the ones of other titles in the Comedy category, we notice that it is 
considerably lower than those for both other titles in this category, i. e. As Good As It 
Gets (34.3035%) and My Best Friend's Wedding (49.094%). This can be explained if we 
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take into account the Horror elements found in Dracula. Horror films tend to contain little 
dialogue information. A distinction needs to be made here between dialogue as opposed 
to other verbal information in a film, which in a Horror film often consists of screams and 
indistinct speech or appropriate soundtrack speech, i. e. verbal elements that require no 
interlingual subtitling. Thus, it would be expected that less dialogue information needs to 
be subtitled in Horror films and, as a result, the reduction strategy to be employed on 
fewer occasions. 
Furthermore, Comedies can be of two kinds: 
a) situational comedies, in which the jokes come out of visual elements of the films 
(e. g. slapstick), and 
b) verbal comedies, in which the jokes mainly come from verbal elements, such as 
puns, verbal jokes, elements of suspense, etc. 
It goes without saying that a higher speech rate would be expected in comedies of the 
second type than of the first. Furthermore, if we try to categorise our three Comedy films 
into these two categories, it would be fair to say that Dracula contains a lot of slapstick 
elements (e. g. the scene in which Dracula transformed as a bat, slaps his head against 
a shut window), along with quite a few puns. As Good As It Gets and My Best Friend's 
Wedding, on the other hand, present many more verbal comic elements, along with 
humour of a slapstick nature. Finally, As Good As It Gets is the one of the latter two films 
that has the most slapstick elements, as part of the humour of the film lies in the fact that 
the main protagonist is suffering from obsessive-compulsive behaviour, which is 
beautifully illustrated in a visual rather than verbal way. This further categorisation within 
the Comedy genre, would account for the reduction percentages found for all three films: 
Dracula has a reduction percentage of 19.423%, the lowest in this category, As Good As 
It Gets follows with 34.3035% and My Best Friend's Wedding exhibits the highest 
reduction percentage of all three (49.094%). 
In the case of Dramas analysed, Kramer vs. Kramer differs from the other two. 
Casablanca and Titanic both depict a deeply romantic love story against the background 
of interesting action: the fight against the French Resistance in WWII in Morocco in the 
case of Casablanca and the wreckage of the 'unsinkable' ship in the case of Titanic. 
Kramer vs. Kramer, on the other hand, is a court drama. It is to be expected that the 
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limited action elements present in the first two films would also mean a reduction in 
speech rate. This would necessitate larger reduction employed in the subtitles in cases 
of heavy dialogue, as in the case of Kramer vs. Kramer. If we look at the results of the 
analysis, they do support the above expectations, with 49.6586% reduction for Kramer 
vs. Kramer, 45.8243% reduction in Casablanca and 29.3948% reduction in Titanic. 
Finally, in the case of action films analysed, most of the reduction percentages are 
towards the higher end of the scale (32.6115% in Usual Suspects, 36.638% in Star Trek: 
Generations, 38.028% in Pulp Fiction, 40.231% in X Files: The Walk and 46.638% in 
The Godfather), with the only exception being 17.5569% in Blow Up. The reasons for 
this vast difference are easily understood by looking at the earliest description of 
Antonioni's film, which "beautifully portrays the relationship between photographer and 
director". Furthermore, "[t]his is Antonioni's view of the world of modern fashion and an 
examination of the existential nature of reality through photography, using a provocative 
murder mystery as the plot" (Section 4.2.9). As such, it is obvious that the film mainly 
relies on visual rather than verbal elements, which would account for it having the lowest 
reduction percentages of all the films analysed in this section. The speech rate in this 
film is the lowest one of all films analysed here and corroborates this assumption. 
As regards the other five films, their reduction percentages are all quite high and are 
comparable to the equally high reduction percentages of 34.3035% for As Good As It 
Gets and 49.094% for My Best Friend's Wedding. One would not expect these results, 
as action films are expected to rely to a considerable degree on action scenes, in which 
hardly any verbal information is necessary, as is the case to a larger extent in horror 
films. However, all the films analysed here bar Antonioni's at first glance present large 
reduction percentages. If we analyse these findings independently, we immediately 
come to the conclusion that X Files: The Walk is a slightly more different case to the 
rest, as it is not a feature film, but an episode in a Sci-Fi series. The particular series 
employs the use of an off-screen narrator to 'tell the story' and connect the episodes to 
each other, as all episodes narrate stories that begin and end within the length of a 
single episode; as such, this title is expected to have quite a high speech rate. Also, this 
is the only case of a TV series analysed, whereas all other titles are films released in the 
cinema or on video. As TV subtitling has to cater for a much wider audience, rather than 
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just the film fans of each genre, due to the higher accessibility of the TV medium, it is 
customary for television subtitles in Greece to be slower than those for the cinema or for 
video releases. This could also be another reason justifying the larger reduction rate 
applied in the subtitles of this X Files episode (40.231%). 
The films Usual Suspects (32.6115%), Star Trek (36.638%) and Pulp Fiction (38.539%) 
have comparable reduction percentages to As Good As It Gets (34.3035%). All three are 
action films, Star Trek with a science fiction plot line and the other two both placed in the 
gangster world of Los Angeles. All three are distinguished by their fast pace and 
complicated plot lines, which results both in action-packed scenes, as well as scenes 
with quite fast dialogue or voice-over narration in order to advance the plot. Thus, the 
higher speech rate explains the high percentages of use of the reduction strategy in the 
subtitles. 
Finally, The Godfather is the one action film with the highest reduction percentage of all 
(46.638%), a percentage comparable only to that of My Best Friend's Wedding 
(49.094%), which shows the highest reduction percentage of all films analysed in this 
chapter. The Godfather is a 1972 crime/gangster film and an epic about the fortunes of 
the fictitious Corleones, a powerful Mafia family in America of the 1940's and '50's. The 
pace of the film is fast and the plot line is quite complicated; it involves an assassination 
attempt against Vito Corleone, followed by the attempts of his two sons, leading the 
Corleones in war against other mob families. However, the speech rate of this film is not 
higher than that of Usual Suspects, that employs the frequent use of a voice-over 
narrator, or that of Pulp Fiction, that consists of some very highly condensed dialogue 
scenes. The only reason for this large difference in reduction percentages then between 
The Godfather and these two other films can only be on of a different subtitle style 
employed in the subtitling process, a logical assumption since a different subtitling 
company was commissioned for the subtitling of this film as opposed to the other two. 
All the above findings largely support the initial hypothesis made, i. e. that the 
characteristics of film genre do influence the reduction levels applied in the subtitling 
process, but the prototypical structures discerned make statistical category-based 
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studies, such as the present one, problematic. There are further two issues at play that 
cannot allow these results to be considered conclusive: 
a) The number of films analysed as well as the selection of the films themselves was 
restricted by copyright and other issues pertaining to the difficulties of obtaining post- 
production scripts and subtitle files, as explained in Section 4.1.2. 
b) The results show considerable differences, which, despite the fact that they can 
easily be explained by analysing each separate case and examining the 
characteristics of film genres and the degree to which these are present in different 
films, questions the notion that films can easily be categorised into clear-cut film 
genre categories. 
Despite the fact, however, that the films chosen were not all characteristic of their genre, 
but also showed strong characteristics of other film genres (e. g. Dracula: Dead and 
Loving It), the different ways that were employed to gather the selection of material, as 
well as the number of different sources from which the material was gathered would be 
expected to help making the choice of film material to be quite characteristic of popular 
culture. 
Furthermore, if one considers the conventional programme types (as opposed to genres) 
used by major Greek and English television channels in general, i. e. cartoon, comedy, 
documentary, drama serial, film, game/chat show, magazine, news, sport, and despite 
the fact that these categories seem quite distinct at first glance, this proves not to be so 
if we apply types of discourse (e. g. full-face news reader and voice-over) to them. A 
drama serial, for example, may contain incidents of narration more commonly found in 
documentaries, while documentaries may include episodes of interactive dialogue more 
characteristic of drama serials. The sharing of characteristics then applies strongly not 
only to the level of film genres, but to film types as well. 
The above findings go against Reiss's text typology (1971), although it should be noted 
that she has been criticised for making too rigid distinctions. Indeed, according to Snell- 
Hornby, the vast majority of texts are hybrid forms; their structure is multi-dimensional 
with often conflicting features or overlapping dimensions (1988). The same thing 
happens with films as well. We cannot reduce all films down to a system of clear-cut 
categories; most films will be hybrid forms, sharing characteristics of more than one 
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genre (or type), as is also the case with the films examined in this research project. In 
order to shed some more light on this notion, we refer to Snell-Hornby's views on. 
prototypology. I quote: 
Reiss's text-typology demonstrates the shortcomings of the classical theory of 
categorization. In its concrete realization language cannot be reduced to a 
system of static and clear-cut categories. In the present study the rigid typology 
of the objectivist and reductionist tradition will therefore be replaced by 
prototypology, a dynamic, gestalt-like system of relationships, whereby the 
various headings represent an Idealized, prototypical focus and the grid-system 
gives way to blurred edges and overlappings. Blend-forms are part of the 
conceptual system and not the exception. [emphasis added] Whereas the 
typology aims at separation and sharp delimitation, the prototypology aims at 
focussing and at subtle differentiation. 
Snell-Hornby 1988: 31 
On a secondary scale, it would also be interesting to examine the omission percentages 
in all the above titles as opposed to the overall reduction percentages found. It is 
obvious from Appendices 8-19 that the omission percentages in all films tend to be very 
high as compared to the overall reduction percentages in each one. This comparison is 
also shown in Chart 16 below and leads to the conclusion that omission is the most 
important of the reduction strategies used in subtitling. This finding verifies the 
hypothesis made in section 4.2 and omission is indeed one of the first techniques that 
need to be mastered when training as a subtitler. As such, it has a great pedagogical 
value and this needs to be considered when proposing syllabuses for subtitling modules 
that are increasingly appearing at university level today. 
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4.4 CONCLUSION 
To summarise, Lomheim's categorisation of subtitling strategies adapted to the needs of 
the present research was used in this chapter as the method of analysis of various 
English source film material subtitled into Greek. The gathering of the material itself was 
a long and laborious process, often made difficult by a number of problems, such as 
copyright. A great number of experts and subtitling companies were contacted in 
addition to the other forms of research employed to gather the film scripts and subtitle 
files that were required in order to complete this analysis: subtitling companies in 
Greece, freelance Greek subtitlers, Greek film festivals, Greek video releases, 
publications of film scripts, pre-production and post-production film scripts published on 
the internet. 
The findings of the initial analysis of subtitle/speech rate reduction percentages reveal a 
close relation to the reduction percentages found in the subtitling strategies employed in 
each film. The latter follow the general characteristics and expectations of the film genre 
to which each film belongs, whereas individual, specific features of each film can be 
further explained by applying the principles of Snell-Hornby's prototypology. It should be 
stressed once again, however, that for more concrete findings a much larger number of 
films should be examined and the subtitle/speech ratios should be calculated based on 
the total duration of a film rather than on simply a film segment. Such research would 
involve a much larger number of experts in order to study the volume of material 
necessary, as well as an infinite bank of material required for the needs of such a 
research that is rarely possible from any other sources than bodies such as the 
European Association for Studies in Screen Translation (ESIST). 
In the following chapter, subtitle rates of films belonging to various genres are compared 
in a cross-cultural pan-European perspective, in an attempt to pinpoint similarities and/or 
differences on a national level between subtitle files originating from different sources 
(i. e. different countries) and the reasons underlying these differences. 
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From a linguistic point of view, the face of subtitling started to change in the 1990's. 
Digital technology was revolutionising both broadcasting and distribution and new 
consumer electronics made their appearance. The most important of these was the 
release of DVD in 1996. The Digital Versatile Disc or Digital Videodisk, as it was also 
called, was meant to give a new course and characteristics to a craft that had remained 
more or less the same, despite the technological advances that had taken place, ever 
since its first appearance in the 1930s. 
In the previous chapters, we have examined the translation strategies employed in the 
process of 'translating for subtitles', as the practice is often referred to, and we have also 
seen variation in their use from genre to genre. What we have not considered so far, 
however, is what the results would be if a cross-cultural and cross-language approach 
was taken. It is highly probable that the results would be proportionally the same, but 
how would one language compare to another? If it is worth investigating how the same 
strategies would be employed across different film genres, it would also seem worth 
comparing how they would be employed across different languages and cultures. 
In Chapter 4 the question asked focused on the attempts to identify a consistent or 
general trend if we look at subtitling from the perspective of film genre. Now we would 
like the answer to another question. Is it possible to identify a consistent or general trend 
if we look at subtitling from the perspective of language and culture too? This question 
has never been given an answer, as cases of comparing multilingual translations of a 
single film were of no more than purely academic interest and did not serve any practical 
purpose up till recently. This is the issue to which we will turn our attention in this 
chapter. 
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5.1 DVD & ITS EFFECT ON SUBTITLING 
DVD is the latest audio/video storage medium to hit the entertainment market. It looks 
exactly like a compact disc, but it can store hours of high-quality video and audio 
material. To put it in a nutshell, using an advertiser's blurb: "DVD did for video what CD 
did for music". 
To explain the situation briefly, the recent computer revolution made it apparent that 
Digital Television, only an experiment for over 20 years, was now becoming a reality and 
it was clear that the industry needed a new type of storage medium that could handle 
these new types of digital data. The technological advances of the mid-1990's made it 
easier to achieve this goal and the leading video manufacturers drafted what is known 
as the DVD-spec, a patented set of rules governing products that bear the DVD logo. 
Thus, the existence of DVD with the unanimous support of hardware and software 
manufacturers and content suppliers, was made possible. 
5.1.1 The DVD Manufacturing Process 
The DVD production process is, as expected, quite long and complicated. To begin with, 
the source material (film, TV/computer programme, etc) must be digitised. This usually 
involves the process of telecine, i. e. photographing every single frame of a film and 
storing it as digital data. This brings us to the DLT, the Digital Linear Tape, which is the 
entire scanned film or already digitised media in its raw form. However, despite the 
increased storage capacity of the DVD, an entire DLT cannot be stored on a single DVD 
without compression. This is done via a process developed by MPEG (Moving Pictures 
Engineering Group) that allows for ways to store redundant, unchanging information with 
simple commands. After the film has been transferred to DVD and compressed via 
MPEG, a glass master is made. The final compressed DVD encoded material is 
arranged in order onto the grooves of the glass master, which becomes the actual 
blueprint for the physical manufacturing of DVDs. There are also DVDs with multiple 
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layers and sides, such as double-sided discs (two DVDs together) and dual-layer ones, 
which are thicker and work with embedded codes (Taylor 1991). 
The features of a DVD disc include the following, although most discs do not contain all 
features below, as each feature needs to be specially authored, nor do all DVD players 
support these features. 
9 Over 2 hours of high-quality digital video (a double-sided, dual-layer disc can 
hold 8 hours of high-quality video, or 30 hours of VHS quality video). 
" Support for widescreen films on standard or widescreen TVs. 
" Up to 8 tracks of digital audio (e. g. for multiple language dubs). 
" Up to 32 subtitle tracks. 
" Automatic "seamless" branching of video (e. g. for multiple story lines or ratings 
on one disc). 
" Up to 9 camera angles. 
" Menus and simple interactive features (e. g. games). 
" Multilingual identifying text for title name, song name, cast, etc. 
" Instant rewind and fast forward. 
" Instant search to title, chapter, music track, and timecode. 
" Durable. Not susceptible to magnetic fields and heat resistant. 
" Compact size (Taylor 1991). 
DVD got off to a slow start in 1996, the year of its launch. Some manufacturers had 
originally announced that DVD players would be available as early as mid-1996, but the 
first players only appeared in Japan in November 1996 followed by the US players in 
March 1997. The first feature films on DVDs also appeared in Japan in December 1996 
(The Assassin, Blade Runner, Eraser, and The Fugitive from Warner Home Video). By 
December 1997, over one million individual DVD-Video discs were shipped and by 
December 1999, over 100 million. By the end of 2000, there were over 10,000 titles 
available in the USA and over 15,000 worldwide, admittedly a large number in a very 
short time, especially when compared to other launches (CD, LD, etc) (Taylor 1991). 
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5.1.2 Production and Technical Requirements of Subtitling for DVD 
Purposes - Some Notions Explained 
The technical expertise needed and the complexity of the process involved in the 
creation of a DVD disc have created the need for the compilation of a DVD Book 
specification, which lays down the standards that all discs and players must meet. 
Bearing in mind that the ultimate aim is to achieve the best output from the DVD-Video 
format, authoring and subtitling companies have to work together, respecting the 
technical restrictions of the DVD standard, trying to find solutions to the multiple aspect 
ratios in DVDs and the implications these have in subtitle positioning, ensuring 
compatibility of file formats and the correct supply of subtitle assets. 
What follows is a summary of the complications in the authoring process that would have 
implications as far as subtitling is concerned. 
To comprehend what the complications involved are, it is necessary that we begin by 
describing the actual product that subtitling companies are commissioned to deliver to 
authoring houses. Unlike most other video delivery systems, source DVD subtitles are 
individual graphic files (4-colour subpictures), in tif of bmp format. Any font may be 
used, however plain non-sheriffed fonts are the most preferable. Consequently, subtitle 
files for a feature film are delivered to the authoring house by the subtitling company as 
many thousands of separate graphic files. The input graphic files may be just big enough 
to contain the text for each subtitle, as in the Toshiba tif rendering system, or they may 
be the size of the full TV frame (720x480 in NTSC or 720x576 in PAL), as in the 
Scenarist . tif rendering system. 
Production requirements also involve an understanding of the aspect ratios in which a 
video may be encoded. DVD-Video discs can be in 525/60 (NTSC) or 625/50 (PAL) 
format. The content can be a standard 4: 3 video or 4: 3 video that has been 
anamorphically squeezed so that it fills a wide-screen 16: 9 display when stretched width- 
wise during playback. The film transfer may have been full-frame (picture touching both 
sides, top and bottom), letterbox (touching each side but with a black border top and 
bottom) or even pillarbox (touching top and bottom but with a black border on each side). 
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Within the picture area the film may have been transferred in one of a number of aspect 
ratios. These will usually be 1.33,1.66,1.77,1.85 or 2.35: 1 - ranging from the 
conventional TV shape to the full-width Cinemascope picture. (Electric Switch Ltd. 2000: 
5). An extra complication occurs when there is additional footage on the disc, such as 
trailers, interviews, deleted scenes, etc., as extra footage normally contains a mixture of 
material with different aspect ratios. 
On top of the above, it is essential to ensure that the subtitle text does not fall outside 
the TV safe area. The latter is a legacy from the days when picture tubes had rounded 
corners and the image position on screen was uncertain. Modern flat 16: 9 displays can, 
in theory, be set up with the minimum of picture loss at the edge. Despite this advance 
there are still many older TV sets that cut off the picture and this must be taken into 
account when planning subtitle position. 'Picture-safe area' is defined to be 80% of the 
screen area. Thus, the notion of 'title-safe area' was introduced (as opposed to 'picture- 
safe area') to indicate the area within which subtitles need to be placed (Machine Room 
2001: 3). 
All the above factors can affect the placement of subtitles within the frame and lead to 
unexpected misalignment with the picture area. As a result, the precise definition of the 
subtitle position can be difficult without access to the source material. For this reason 
precisely, a screen grab is required from the authoring house prior to subtitle delivery, 
i. e. a single frame from the encoded video, so that precise subtitle positioning can be 
achieved. Screen grabs, alas, are not 100% accurate and authoring houses quite often 
have to change subtitle positioning manually at the encoding stage. 
To summarise, the full range of responsibilities of the subtitling company as far as 
delivery to authoring houses is concerned can be summarised in the following list: 
a) Accuracy of the translation. 
b) Timing of the subtitles, with attention to chapter boundaries, known as chapter stops 
or skip points. All subtitle timing is referred to the timecode on the master videotape. 
The timecode must be sequential. Overlapping timecode references will cause 
subtitles to be displayed at the wrong time (at best) and may prevent subtitles from 
being displayed for a period of time on playback. 
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c) Screen placement of subtitles (justification, bottom row placement, raised subtitles, 
etc. ), including horizontal and vertical positioning. 
d) Type face and font size of the subtitles. 
e) Defining transparency and display colours. 
f) Layout: one or two-line subtitles, possibly more. 
g) Defining location and timing of forced subtitles, i. e. subtitles that are displayed 
without user intervention. The use of forced subtitles normally occurs when there is 
important text on screen as part of the film, where there is a descriptive caption in the 
original language or where an additional spoken language that needs translating is 
heard. The placement of forced subtitles, as any other subtitles too, is critical, as it 
should not obscure other on-screen text. The use of forced subtitles solves the 
problem of having different transfers for each language. 
5.1.3 The Evolution of the Market 
The advent of DVD marked the beginning of a subsequent change in the subtitling 
industry, which has become more centralised. Such a change is easily explained and 
becomes more than obvious just by analysing the features provided in a DVD-Video disc 
(see Section 5.1.1). The Digital Versatile Disc is of a much higher quality than a 
videotape, not only because of the added sharpness of the image and sound, but also in 
terms of capacity. We have already seen that a DVD features up to 8 digital audio 
tracks, which are used for multiple dubbed versions of the film or value added material 
(VAMs), such as commentary tracks, featurettes, extra footage, etc., and up to 32 
subtitle tracks. 
This is an enormous potential for a single disc. The 8 digital audio tracks and the digital 
quality of sound gave new potential to revoicing. By analysing and re-synthesising the 
voice of the dubbing actors, intonation pattern, timbre, tone and pitch nearly identical to 
those of the original actors can be achieved. The ability to store the voices of the original 
actors in separate tracks allows for the retention of the original background sound, the 
music and effects track, separately and the blending of the new dubbing voices becomes 
smoother, whereas dubbing itself is enhanced by the ability to interfere with the original 
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picture to achieve perfect lip synchronisation. The enhanced storage capacity of DVDs 
also provides the ability to store dubbing tracks in up to four different (stereo) languages 
(Karamitroglou 1999). 
The 32 subpicture streams, on the other hand, are used to overlay the video for 
subtitles, captions for the hard of hearing, captions for children, karaoke, menus, simple 
animation, etc. They are full-screen, run-length-encoded bitmaps with two bits per pixel, 
giving four colour values and four transparency values. Subpicture display command 
sequences can be used to create effects such as scroll, move, colour/highlight, and fade 
(Taylor 1991). 
The effect that this was bound to have from a marketing point of view is enormous. Now 
it is possible for a single product (the DVD-Video disc) to be sold in a number of different 
territories, reducing marketing costs and increasing sales to the maximum. International 
releases are made possible too, bringing with them a change in marketing policy, as a 
global marketing campaign can be designed for a single product. This inclusion of more 
markets is achieved by using the many audio and subtitle tracks available on the disc. 
Several dubs of the film are usually provided on the same disc (especially in French, 
German, Spanish and Italian in the case of European releases for instance, or Brazilian 
and LA Spanish in the case of American ones), but the major difference is achieved by 
the allowances made for subtitle streams. As subtitling costs are quite minimal, 
especially when reflected in the scale of a multilingual international release, it is a lot 
easier and more economically viable to add as many subtitle streams as possible on a 
single disc to accommodate the largest number of markets possible. 
In the last decade, subtitling vendors have appeared offering large Hollywood production 
and distribution companies the service of multilingual subtitling for theatrical releases, 
TV, video and DVD. Large production companies on the other hand, find it increasingly 
easier, safer, and more importantly, more economically viable, to commission work from 
subtitling companies that meet the increased language requirements of subtitling, rather 
than from numerous subtitling companies throughout the world. By examining the 
identities of major subtitling companies around the world that undertake large multi- 
language contracts in up to 40 or more subtitle streams for a single title, it becomes 
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obvious that the UK and the USA mainly serve as the basis of subtitling companies that 
provide subtitles for more than half of the DVD releases world wide: Captions Inc. 
(Chicago, Cincinnati, Los Angeles, New York - http: //www. captionsinc. coniý, ECI/NCI 
(Chicago, Dallas, London, New York, Los Angeles - http: //www. ecisubtitling. com & 
http: //www. ncicap. orgl), SDI Media (Denmark, Estonia, Finland, France, Hong Kong, 
Israel, Japan, Korea, Latvia, Lebanon, Lithuania, Netherlands, Sweden, Taiwan, 
Thailand, UK, USA - http: //www. sdi-media. comf), Softitler (Barcelona, Florence, Los 
Angeles, Montreal, Paris - http: //www. softitler. com! ), Visiontext (London, Los Angeles - 
http: //www. visiontext. co. uk/). 
Such subtitling companies face the challenge of producing and administering the 
production and delivery of subtitle streams in a great number of languages for a single 
project. An example of such a project is the well-known DreamWorks production Shrek, 
for which ECI was commissioned to produce DVD subtitles in 39 languages: Arabic, 
Brazilian Portuguese, Bulgarian, Canadian French, Cantonese, Castilian Spanish, 
Croatian, Danish, Dutch, English PAL, English NTSC, EnSDH12 PAL, EnSDH NTSC, 
Estonian, European Portuguese, Finnish, French, German, Greek, Hebrew, Hungarian, 
Icelandic, Indonesian, Italian, Korean, LA Spanish, Latvian, Lithuanian, Mandarin 
Simplified, Mandarin Traditional, Norwegian, Polish, Romanian, Russian, Serbian, 
Slovenian, Swedish, Thai and Turkish. As companies 'grow' in the number of language 
streams they need to be able to offer their clients, it is only natural that they have to find 
procedures that guarantee easier, faster, more cost-effective and full-proof methods of 
work. This is the context in which the notion of the template was born. 
12 EnSDH: English Subtitles for the Deaf and Hard-of-hearing. SDH subtitles are also known as 
HOH (Hard-Of-Hearing) subtitles. 
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5.2THE TEMPLATE 
Templates were destined to change the process of subtitling. A template can be defined 
as a subtitle file consisting of the spotted subtitles of a film done in the SL, usually 
English, with specific settings in terms of words per minute and number of characters in 
a row, which is then translated into as many languages as necessary. The advantage 
that a template file provides is that the numerous translations into all the languages 
involved in a given project can be commissioned from translators, not necessarily 
subtitlers themselves, who can initially work on the translation of the subtitles at home. 
These translators do not need to know how to spot subtitles, although they trained 
enough to understand the rules of subtitling practice and to make their translations 'fit' 
the technical constraints of subtitling. Thus, costs are minimised, as the timing part of the 
job is only done once for multiple languages, and speed is maximised. Furthermore, 
administration of files is also made in a more controlled and systematic way and the 
margin of error is eliminated. 
As the notion of the template is quite new, it is understandable that no uniform guidelines 
exist for the creation of template files. The current state of the methodology followed by 
subtitling companies was shaped on an individual basis, mainly the result of the 
influence of the subtitlers involved in the process, determined by the background they 
have in subtitling, nation-wise and even style-wise. There have even been cases of 
disagreement as to the actual cornerstones of timing subtitles for template files between 
different departments within the same company (e. g. French and Dutch departments of 
some companies will traditionally argue about the 'proper' timing of subtitles to the shot 
changes or to the actual onset of speech respectively). Each subtitling company may 
use templates in a slightly different way and would have to adapt its rules and internal 
procedures accordingly, based mainly on the facilities provided by the subtitling software 
it uses. The guidelines for the creation of template files at the European Captioning 
Institute (ECI), one of the leading companies world-wide in the field of DVD subtitling, 
have been written after much trial and error over a large number of consecutive months 
and through continuous feedback from clients, territories, authoring houses and even 
public reactions to DVD releases. The basic rules that apply in the creation of a 
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template, as initially formulated by the present author to form the basis of the ECI 
Template Style Guide, are listed below. Finer lines have since been drawn, especially as 
regards timing conventions. 
5.2.1 Basic Rules for Template Making 
The definition of a template is that it is to be used as a base file (usually in English) for 
translation into other languages. The following points should, therefore, be kept in mind, 
as different languages follow different linguistic conventions. 
> There is a 30% - 40% expansion when translating from English into most 
European languages. Therefore, an English phrase loaded with information that 
cannot be omitted, such as nouns and uncommon or culturally specific 
abbreviations, cannot always be rendered easily in other languages. Expansion 
almost certainly would have to be involved either to render an unfamiliar 
acronym by way of paraphrase, or due to non-inflectional syntactic systems that 
would require the use of syntactic structures of nouns in conjunction with 
prepositions (e. g. to denote genitive case) and other linking devices or articles. 
Consider the following example taken from Hitchcock's Vertigo Commentary, for 
instance. The acronym ASCAP (American Society of Composers, Authors and 
Publishers) cannot easily be translated fully in all languages due to space 
restrictions, whereas the acronym itself cannot be used as such in the TL, as the 
audience would not be familiar with it. As omitting any other part of the phrase 
below would jeopardise meaning, the acronym itself is edited down in this 
instance. However, for cases where such editing down is not possible in other 
languages, a restructuring of the original English subtitle would be advisable. 
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English subtitle Dutch subtitle 
01.02.27.20 - 01.02.33.0813 
Duration: 5.13 
The ASCAP called a strike just before De vakbond riep een staking uit 
we were ready to start recording. vlak voordat we wilden gaan beginnen. 
Norwegian subtitle Portuguese subtitle 
Det amerikanske musikerforbundet A associagAo de compositors fez greve 
varslet streik like for innspillingsstart. guando estävamos prontos a gravar. 
Dialogues present a particularly problematic case, especially if all of the 
information contained in one of the two lines of dialogue needs to be translated 
and expansion is obviously not possible into a second line. For example, the 
following dialogue cannot be fully translated in most languages due to the 
expansion that would be required, which is not possible in the space provided. 
Thus, the original English subtitle needs to be restructured. 
English subtitle Possible alternatives 
01.56.55.18 - 01.57.00.21 
Duration: 05.03 
- Sunset? No! I mean, it's very late. 1. Split the subtitle in two subtitles, if 
- What? time allows. 
2. Omit the word 'What? ' as an answer 
would follow anyway in the next 
subtitle. Include the first line of text 
only in the current subtitle. 
3. Omit 'Sunset' from line 1. 
English syntactic structures cannot always be achieved in other languages, and 
a variety of syntactic structures are possible in each language, the most 
common one being Subject-Verb-Object. As the English subtitler creating the 
template English file cannot possibly know what is or is not feasible syntactically 
in other languages (always bearing in mind that the template file is meant to be 
used for translation into ANY language), equivalence can be achieved more 
easily in complete syntactical structures, i. e. entire sentences, clauses and noun 
or verb phrases, which should preferably be kept within the same subtitle. 
Syntax should also be simplified within single subtitles, by separating main and 
subordinate clauses, preferably by breaking them up in separate subtitle lines 
where possible. 
" Timings refer to hours, minutes, seconds and frames of film. 
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Consider this phrase taken from Hitchcock's Psycho. In all the subtitle versions of 
the text below, the main and subordinate clauses of the sentence are placed in 
separate subtitle lines and syntax is thus simplified by re-arranging the original 
phrase to: 
The following example from the audio-commentary of Hitchcock's Vertigo 
exemplifies how sentences may be split to shorter ones to facilitate reading 
speed in subtitles. Conjunctions usually provide a natural split for subtitle breaks. 
Original voicetrack English subtitles 
I met with him, talked to him, I've told 01.26.31.07 - 01.26.34.08, Duration: 03.01 
him the whole story and he started Met with him, told him the whole story 
the painting and one day he said he and he started the painting. 
must meet Vera Miles to keep on 01.26.35.06 - 01.26.38.23, Duration: 03.17 
going. One day he said he must meet Vera Miles 
to keep on going. 
Even line breaks within a single subtitle can facilitate reading and increase 
reading speed if segmentation is done at higher syntactic nodes (e. g. articles 
should not be separated from the nouns they accompany, etc. ). In the following 
example taken from the 1980's teenage comedy by Universal Pictures 
International, Weird Science, text is edited down, so that reading it is possible 
within the time allowed for the subtitle. The subtitle format in Option 2, where text 
is broken up at a higher syntactic node, further facilitates reading and increases 
reading speed. 
Original voicetrack 
01.03.53.01 - 01.03.57.11, Duration: 04.10 
don't understand. How come your parents trust you all of a sudden? 
I don't understand why your I don't understand why your parents 
parents trust you all of a sudden. trust you all of a sudden. 
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Timing. A subtitle should appear when a character starts speaking and 
disappear when s/he stops speaking. Whenever possible, a subtitle should not 
be taken off immediately after people have stopped speaking (in cases when 
there is no subtitle following it immediately afterwards), as it appears to be very 
abrupt. The proposed settings that ECI operates as regards timings are the 
following: 
Minimum duration of a subtitle: 1 second 
Maximum duration of a subtitle: 7 seconds 
Minimum separation between subtitles: 1 frame 
Maximum duration of subtitle after character has stopped speaking 
to give it more time if necessary: 1 second 
If these settings are compared to the EBU recommendations, it will be noted that 
they require different settings for the cases listed above: 1.5 seconds in the first 
case, 6 seconds in the second, 8 frames in the third and 2 seconds in the fourth. 
Although EBU recommendations are supposed to have a European perspective, 
they are found in practice to be widely different to the current subtitling 
conventions in most European countries. Examination of a large variety of files 
from different countries shows that these proposed settings may be breached in 
common practice: less than 0.5 seconds in the first case, a lot more than 6 
seconds in the second (usually 7-9 seconds), 0 frames in the third, whereas the 
fourth case has not been calculated, but the common practice is to cue the 
subtitle off when speech stops. Thus, it can be said that the settings proposed 
and followed at ECI only represent an attempt to bridge the gap between the 
variety of established subtitling practices around the world and the EBU 
recommendations. 
Shot changes represent a big issue among subtitling circles as practices vary. 
For the purposes of template creation, shot changes are normally to be 
respected, as subtitles tend to `flicker' when carried over them. Their importance, 
however, is generally lesser than that of the subtitle having a minimum duration 
that provides enough reading time for viewers, and appropriate subtitle breaks 
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that make the reading of subtitles more effortless and fast for the viewer. Thus, 
the cases of subtitles carried over shot changes are not rare in real practice. 
>A template its (usually) addressed to hearing people. This is an aspect of the 
template that must never be overlooked. There are many different conventions 
and styles when it comes to subtitling for the deaf and hard of hearing; when 
translating for a hearing audience, however, the demands of the audience are 
totally different. The first and foremost difference is that the audience can hear 
when a phrase is uttered and would, therefore, find it annoying if a subtitle were 
to appear before the onset of speech. Hard-of-hearing conventions that bring a 
subtitle in to shot changes, even if the character actually gets to speak only a 
second later, would be totally unacceptable to a hearing audience. Also, it 
should be noted that it is not the onset of sound that should trigger off the 
subtitle, but the onset of actual speech. If for instance a character laughs, 
coughs or makes any other utterance before s/he actually speaks, the subtitle 
should not appear until the first word is uttered. 
On the contrary, subtitles for hard-of-hearing people are not only timed 
differently, but contain a lot of elements that would normally be omitted from 
subtitle files for hearing viewers, and tend to be a lot more verbatim than 
traditional interlingual subtitles. The reason is obvious: hard-of-hearing viewers 
are not able to hear elements of the audio that are available to hearing ones, 
such as hesitation, etc., and this loss of information needs to be made up in the 
subtitles. 
Consider the following example taken from Hitchcock's Vertigo for instance. The 
name "Midge" and the repetition of the article "the", as well as the hesitation "er" 
can easily be omitted from subtitles addressed to hearing viewers (whereas on 
the contrary they would be included in SDH subtitles if time allowed), as they 
contain information easily retrievable from the soundtrack and from the 
characters' gestures. 
P. GEORGAKOPOULOU 215 
DVD SUBTITLING 
This brings us back to the feed-back effect of films (see Section 3.4.5) and 
Kovacic's levels of optionally omitted items in subtitling (see Section 3.4.8). 
Subtitles that contain unnecessary items take up space, distract the viewers' 
attention from the plot and may even end up being annoying. Such items need 
to be deleted from template files for the further reason that the translation from 
English into another language will almost certainly result in a degree of 
expansion. Easily omitted items, as defined in the ECI Template Style Guide, 
are: 
" Repetitions 
" Names in appellative constructions 
" False starts / ungrammatical constructions 
" Certain internationally known words, such as 'yes' and 'no' 
" Expressions followed by gestural language to denote salutation, 
politeness, affirmation, negation, surprise, telephone responses, etc. 
" Exclamations 
" Phatic phrases, such as `naturally, `of course', `understandably, 
repeated implied superlatives ('basically', `fundamentally), 
prepositional phrases (`in view of the fact that), rhetorical flourishes, 
sonorous phrases used for sound-effect (`might and main 'l `ways and 
means) 
In the following example taken from Hitchcock's Psycho, the phrase "oh, yes" 
would be omitted when subtitling in most languages and from an English 
template file, as it consists an internationally recognisable item and can also be 
understood by the gesture the character makes on the screen, whereas the time 
available in this case (only 2 seconds and 4 frames) does not allow for further 
expansion in languages less concise than English. 
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Also, in the example below, taken from the Universal Pictures comedy Weird 
Science, both the padding phrase "you know", as well as the repetitive phrase 
"they really do" are omitted in the English template and in all other subtitle files. 
You know, my folks. they really dump on me, they really do. 
5.2.2 Differences/Changes in Translation Strategies Because of the 
Template 
As is obvious from the discussion above, the core requirement for making a template is 
to have in mind not one translation audience, but potentially a world audience. In this 
respect there is an affinity between subtitling and localisation. Both in subtitling and in 
localisation, English source material needs to be not only translated but adapted to the 
needs of each different market, respecting the needs and conventions of the different 
territories. For example, whenever there is burnt-in text on screen in a film, the 
respective subtitles in Japanese streams have to appear vertically and to the right of the 
screen, whereas in most other streams the very same subtitles would instead appear 
raised to the top of the screen. This means that the base file used for the translation into 
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all the languages involved in a project has to be in a position to account for all these 
differences and cater for them. 
This immediately affects the number of deletions that can be made in a template file, as 
the things that are taken for granted in a western European country may not necessarily 
be the same in a country that a westerner might consider more exotic, as for example in 
India. The phrase "internationally recognisable" mentioned in the list of easily omitted 
items above is certainly in need of definition with respect to a template file. With the 
position of English in the world as today's lingua franca, and especially with its 
prominence in the media industry, words such as 'yes' and 'no' are known virtually 
everywhere. The degree of closeness of the languages involved, i. e. usually English and 
the languages into which a film is being subtitled is also one of the main factors that 
determine the degree of 'recognisability' of English words. However, taking into 
consideration the fact that a template file is usually destined to serve such different 
territories as Korea and Slovenia, it becomes obvious that this limits the range or degree 
of omissions that can be made in a template file. 
A good example of this is the case of the simultaneous appearance of burnt-in captions 
(e. g. 'October 2001', or'London 1989') with film dialogue. In such cases, the 'translation' 
of the burnt-in captions is sacrificed, as they are already seen on the screen and may 
easily be understood when it comes to languages that use the Latin alphabet, as the 
corresponding names in the TL quite often have the same stem as the SL (e. g. "London" 
is spelt exactly the same in German and is "Londres" in French and "Londra" in Italian). 
However, this is not the case with languages that use different alphabets, such as 
Arabic, Hebrew, Greek, Cyrillic, Mandarin, Japanese, Korean, Thai, etc. In such 
language streams, recognition of English depends on the familiarity TL audiences have 
with the ST language and culture. Therefore, the phrase "October 2001" will probably 
require translation into languages such as Traditional Mandarin and Thai; however, there 
are also extremes, such as Greek, where instead very little translation is required. 
Greeks in particular are familiar with the English (and especially American) language 
and culture both for historic and touristic reasons. The use of English is currently very 
apparent in Greek culture; this is obvious just by examining the number of English words 
used in signs, the press, the mass media, even every day language. 
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Furthermore, subtitles often have to appear, even if the text they are to contain is only a 
simple character name, such as "Roger! ", especially if a pun is involved (e. g. Airplane! 
series: "Over, Over. ", "Roger, Roger. ", "What's the vector, Victor? ", "Give me clearance, 
Clarence. ", etc), names which are repeated for dramatic or other effect and would 
commonly have been deleted from the subtitles of the same film into, say, Greek. The 
treatment of the name Over in the Greek version of Airplane! in the above example, 
would follow this pattern, as the word 'over' is also used in Greek and, therefore, the pun 
is obvious, as long as the character name has already been introduced in the film. In 
other languages, however, the name has to be replaced in the TL with one that would 
provide a homophone that could be used in the rendering of the above-mentioned pun. 
An example of a dialogue from the same film, which abounds in such puns, is provided 
below. The scene takes place in an airplane cockpit, and the names of the pilots, used 
for comic effect in the film, are 'Oveur', 'Roger' and 'Clarence'; the puns that are made 
are obvious. 
-I want radio clearance. Over. 
- That's Clarence Oveur. Over. 
- Roger. 
- What? 
Roqer. Over. 
- Je veux une Frequance Claire. - Permiso de emisiön. Cambio. 
- C'est Clarence Havoux. A vous. - Aqui Clarence Cambio. Cambio. 
- Roger. - Roger. 
- Quoi? -G Eh? . 
II 
Roger. A vous. Roger. Cambia 
It is obvious that the proper name 'Oveur' has been 'adapted' to the needs of the French 
('Havoux') and Spanish ('Cambio') markets in order to convey the joke successfully. In 
most cases, though, where a pun is not involved, the strategy applied in the subtitling of 
character names is to subtitle character names the first time they are uttered in a film to 
offer the audience a point of identification, esp. in the case of audiences that might not 
recognise the value of the utterance as a proper name, but to subsequently omit them 
from subtitles. 
Difficulties may arise in particular when non-Roman character languages are taken into 
account, not only because of the use of double-byte characters, which are trickier to 
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handle, but also because of the widely different subtitling techniques (e. g. vertical 
subtitles and the use of four different levels of italicisation in Japanese). To adhere to the 
requirements of such territories as Japan, complicated notes have to be kept during the 
template making process. Such notes include lists of vertical subtitles for Japanese or 
raised subtitles for any other language, lists of forced subtitles, subtitles in italics, placed 
(i. e. non-centred) subtitles, as well as translation notes on culturally specific items to 
help the translators render them successfully in the TL. This means that subtitlers 
working on the creation of template files need to be aware of such differences and many 
more, in order to be able to accommodate them all by creating template files that can be 
used for the subtitling of any language. As territory requirements vary quite dramatically 
(e. g. Korean territories may require subtitles for the three main actors in a film, Italian 
territories may require the addition of song lyrics in English, etc. ), extensive guidelines 
are used and intense training is required to this end. 
It should be obvious by now that templates have to represent the middle ground of the 
wide spectrum of subtitling styles across the world and should be easily adaptable to the 
special needs of each territory. This is why many multi-language subtitling companies 
are seen as pioneers in the subtitling market. It would be interesting to see if the 
template files they produce represent the middle ground with respect to subtitle content 
too. 
We have seen that the 10 strategies that were proposed by Henrik Gottlieb, that were 
subsequently reduced to 7 by Sylfest Lomheim, can be further reduced to the following 
three (see Section 3.5.7): 
V Transfer (translation, specification, generalisation, 
neutralisation) 
": " Reduction (omission, compression) 
": " Expansion (expansion) 
Omission is the strategy used the most, after translation, as shown from the research 
presented in the previous chapter (Chart 16). As omissions are the category mainly 
affected by the template's 'universal' style, it is expected that templates will contain a 
larger number of subtitles than most files that would normally have been prepared in 
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subtitling countries. At this stage, one cannot make an assumption about dubbing 
countries, as their tradition is in rendering TL files for dubbing adaptations, which usually 
contain a corresponding number of spoken utterances in the TL as to those in the SL 
text. 
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5.3 COMPARISON OF PAN-EUROPEAN ASSETS 
As already briefly discussed, the coming of the DVD caused a major change in the 
screen translation market. As for subtitling, this is the centralisation of the business in 
great multinational centres, the most prominent example of which is London, where all 
cultures and nations co-exist. The volume of work involved in the DVD business (it is not 
only films that are subtitled, but also extra footage, music tracks, games, etc. ), the 
advanced software and expertise required, as well as the requirements in terms of the 
number of languages involved in international releases, reduce the subtitle vendors 
capable of undertaking such contracts to a few large multinational companies mainly 
based in the UK and the USA. 
5.3.1 What is an Asset? 
London is a centre where subtitling houses flourish and where most Hollywood 
production houses find their vendors, especially when it comes to the European market, 
but also the rest of the world markets. DVDs, the new home-cinema technology, are not 
restricted to new releases, but also involve the release of back-catalogue blockbusters. 
Such titles have already been subtitled, but their subtitling is re-commissioned to 
subtitling houses and the original subtitling files are usually provided to be conformed to 
the master that will be used for the DVD release. 
These subtitle files are commonly referred to as assets. They are usually the files that 
have been created either for a previous video release of the same title in the case of a 
back-catalogue blockbuster or for its theatrical release. As production companies usually 
have these subtitle files at their disposal, by virtue of the fact that they own the rights, 
they ask for these files to be used again in order to minimise costs. A subtitle file is not 
always available however, even if it has been commissioned before, so the number of 
assets available for each back-catalogue project (especially in the case of older titles) 
rarely equals the number of languages required. 
P. GEORGAKOPOULOU 222 
DVD SUBTITLING 
It does, however, remain a fact that a number of assets are usually available for each 
title, whereas the rest of the languages that, as a result, have to be originated14, are 
commonly templated, as explained in section 5.2, for faster and more easily managed 
subtitling. The assets received, depending on how useable they are, are either reviewed, 
corrected, chaptered and rendered to . tifs/. bmps, or they are adapted into the template 
that has been created and follow the process of streams that are originated. Having 
access to the variety of assets that arrive in such a subtitling company that undertakes 
multi-language DVD projects, we are in a unique situation to be able to compare assets 
created in territory to the template file that has been created for the purposes of DVD 
subtitling in the subtitling house in question. Being in the fortunate position to have 
access to the archives of the European Captioning Institute Ltd, as part of my 
employment with the company, an apparent consistency was noted that immediately 
raised the question of the possible existence of a trend. 
5.3.2 Presentation of Assets to be Examined 
The assets received at ECI from its major clients, Hollywood Production companies such 
as Paramount Home Entertainment Industries, Universal Pictures International, Buena 
Vista Home Entertainment, etc., come from consistently the same sources: subtitling 
houses responsible for the subtitling of either the theatrical or the video release of the 
features commissioned. Such companies are traditionally major players in their home 
subtitling industries and subtitle files received from them can easily be regarded as 
characteristic of the subtitling trends, specific style and audience preferences in a given 
country. The origins of these assets include countries from nearly all continents around 
the world (America, Asia, Africa and Europe). However, the current research will be 
limited to Europe, which presents a multiplicity of subtitling trends and forms the basis 
for a clear-cut division between subtitling and dubbing traditions, as has already been 
established in Chapter 1. The number of assets available for a single title varies from 
files for none of the languages to all, and the highest number of assets in the titles 
selected for examination here is 15. The countries of origin of the assets vary from 
14 Origination: creation of a subtitle file from scratch. 
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traditionally subtitling to traditionally dubbing countries, such as the Scandinavian 
countries on the one hand and France, Germany and Italy on the other. 
As an ECI employee, after months of examining a variety of assets from as diverse 
origins as Sweden, Portugal, Slovenia, to Greece, Russia, Thailand & Japan, that 
involve even the use of alphabets different to the Roman one, consistent trends were 
discerned in assets coming from the same territory, as well as a series of similarities and 
differences between assets depending on their country of origin. The hypothesis that 
was subsequently formed is that traditionally subtitling countries subtitle/translate 
less of the dialogue in a film than traditionally dubbing ones. 
To establish the validity of the above argument, a series of assets were selected. They 
were then examined and compared between each other, as well as with a 'universal' file, 
the template file that was consequently created for the subtitling of the given feature title. 
A main hindrance in this research was the difficulty in acquiring suitable assets for this 
analysis. The luxury of being 'picky' in the selection of the assets required for the 
purposes of this research was virtually non-existent, as the selection had to be restricted 
to the ECI database, i. e. the actual features that had ever been commissioned for DVD 
subtitling from ECI. A further difficulty arose from the fact that assets are usually 
returned to the client shortly after each project is completed, making access to assets 
further restricted. 
Another factor that had to be taken into consideration in selecting the assets was the 
dual nature of this research project. By concentrating on a range of genres for this pan- 
European comparison of subtitle files similar to the ones analysed in the previous 
chapter, we can re-assess and re-establish the findings of Chapter 4 in a more 
European perspective. 
Thus, the assets finally selected for the purposes of this research project were required 
to meet four criteria: 
1. They are to cover as large as possible a range of film genres. 
P. GEORGAKOPOULOU 224 
DVD SUBTITLING 
2. They are to cover as many film genres as possible from the ones already examined 
in the previous chapter, i. e. comedy, romance, thriller, horror, drama and science 
fiction. 
3. They are to cover as large as possible a range of languages. 
4. The languages that they cover are to be as consistent as possible. 
The films chosen are shown in the table below followed by the genre to which they 
belong and a list of languages in which subtitle files (assets) already existed and were 
available to ECI. 
Table 21: List of Film Assets Analysed 
Films/ Beverly Vampire in Indian in Sabrina Blue Ruthless 
Film types Hills Cop 2 Brooklyn the '95 Hawaii People 
(action (horror Cupboard (romance) (musical) (comedy) 
Languages comedy) comedy) (family) 
Bulgarian n/a  n/a n/a n/a  
Croatian     n/a n/a 
Czech  n/a n/a n/a n/a  
Danish   n/a n/a   
Dutch n/a    n/a  
Finnish n/a    n/a  
French   n/a    
German n/a n/a n/a n/a n/a  
Greek    n/a n/a  
Hungarian  n/a n/a n/a n/a  
Norwegian   n/a n/a   
Polish n/a n/a n/a n/a n/a  
Portuguese  n/a n/a  n/a  
Slovenian     n/a n/a 
Spanish n/a n/a n/a n/a n/a  
Swedish   n/a n/a   
Turkish n/a n/a n/a n/a n/a  
Template  
(without 
lyrics) 
Template n/a n/a n/a n/a  n/a 
with lyrics 
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As shown above, the film genres selected include a comedy, an action comedy, a horror 
comedy, a family film, a romance and a musical. It is obvious that the consistency of the 
film genres analysed in Chapter 4 has to a large extent been maintained. The wide 
range of countries involved, representing all European trends, and the carefully selected 
films, all widely known blockbusters, should ensure that the results rendered are 
indicative as to the percentage of the dialogue translated across the different genres in 
different territories. 
This brings us to the issue of the method by which these assets will be analysed in the 
search for evidence to refute or further support the findings of Chapter 4. 
5.3.3 Method of Analysis 
The method that will be followed in the analysis of these assets will be the number of 
subtitles that they contain. The common denominator for the comparison will be the 
English template file that has been used in the subtitling for DVD purposes of the films in 
question in all the languages analysed here as well as others for which no assets were 
provided. 
The method of analysis followed in Chapter 4, with the in-depth examination of language 
used in the subtitles as compared to the actual dialogue a film may contain, cannot 
possibly be used for the purposes of this analysis, despite the fact that it would possibly 
lead to quite rewarding findings. Not only would such an analysis be extremely time- 
consuming, it would also require the involvement of a number of fellow researchers, 
native speakers of the languages analysed as well as experts in the field of subtitling, as 
the demands of such an analysis would render this a group project. Only then would the 
research have been properly carried out with valid findings established. 
The disadvantage of the lack of language experts to conduct the analysis previously 
made for Greek files can be overcome only by using the English template file created for 
the purpose of translation into all the languages mentioned here as well as others for 
DVD purposes. This, as has already been explained, is a subtitle file, pre-timed, with 
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subtitles in English, created after consideration of all aspects that relate to translation 
into multiple languages and is to be used as the base-file for this precise purpose. As 
such, it can be used as the common denominator in the comparison of the subtitle files 
(assets) provided in the languages listed in Table 21. 
Here we will conduct the first stage of the analysis, to examine the number of subtitles 
each asset contains text-wise (i. e. subtitles that contain the translation of the film 
analysed, but not any other textual information, such as the date or credits of subtitling 
and distribution companies that usually appear at the beginning or the end of a subtitle 
file) and compare it to the other assets available as well as to the template file. The 
hypothesis that we are making can only be valid if we take for granted that each territory 
is creating subtitles out of approximately the same chunks of dialogue. Thus, our 
findings can only be approximate, as we will not be taking into consideration cases 
where a territory may have created a larger number of shorter subtitles containing fewer 
words than longer ones, as for example in the cases of combining subtitles into 
dialogues, or refraining from doing so. This aspect of the assets can only be examined at 
another stage of the analysis, involving language experts, and not at the preliminary 
stage conducted here; this could easily be the topic of analysis for a separate PhD thesis 
and further research into this issue looks extremely promising. 
The following charts show in detail the number of assets made available for each of the 
titles selected for the purposes of this research, the number of subtitles each contains 
and how this number compares to the other subtitle files as well as to the template file. 
The first film to be analysed is Beverly Hills Cop 2 (Chart 17), a Paramount Pictures 
action comedy starring Eddie Murphy. This film was released in 1987 and was the 
sequel to the original blockbuster Beverly Hills Cop, released in 1984. Eddie Murphy 
plays Axel Foley, a street-smart Detroit policeman who goes to Beverly Hills when one of 
his friends gets shot and is sent to the hospital. Beverly Hills Cop was Murphy's most 
popular film in the 1980s and the reason why the sequels (numbers 2 and 3) were 
released in 1987 and 1994 respectively. The film offers fast paced action, while the 
contrast between the blue collar Detroit policeman played by Eddie Murphy and the 
yuppie Beverly Hills policeman provides the opportunity for many funny gags. There is a 
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lot of action and violence in this film, originally classified as belonging to the action 
genre, however, being an Eddie Murphy movie, it is also a comedy. The cast includes a 
brilliant performance by Judge Reinhold, thus adding to the comedy value of the film. 
The register is dual, represented by the different classes to which the policeman 
involved belong, and the word-count of the script is quite high, as is common in fast- 
talking Eddie Murphy style comedies. 
The assets available for this title were ten: Croatian, Czech, Danish, French, Hungarian, 
Greek, Norwegian, Portuguese, Slovenian and Swedish. It is obvious from a simple 
glance at Chart 17 that the Portuguese (1118) and French (1066) assets are the only 
ones with a larger number of subtitles than the template. All the others contain a smaller 
number of subtitles than the template (1031), Croatian (924), Czech (859) and Slovenian 
(811) being closer to it, the Scandinavian ones -Danish (783), Norwegian (782), 
Swedish (775)- and Hungarian (775) following, and Greek being the last, with the less 
number of subtitles (691) than all the other files. 
The second film to be analysed is Vampire in Brooklyn, a Paramount Pictures horror 
comedy, starring with Eddie Murphy again (Chart 18). This 1995 film was one of Eddie 
Murphy's most unsuccessful movies, as it was meant to be a vampire flick mixed with 
comedy and it is this precise mixture that doesn't really work. Eddie Murphy plays 
Maximillian, the last vampire on earth, who arrives in Brooklyn on the trail of the only 
other member of his kind, the offspring of a vampire and a human, played by Angela 
Bassett, a police officer in charge of the investigation of the crimes that Eddie Murphy 
has committed. On the whole the film is dull and the characters flat, however there are a 
few comic highlights, mainly delivered by Eddie Murphy himself in his usual fast-talking 
style, especially when he shape-shifts into an Al Sharpton-type preacher. The film 
includes strong language and a lot of vampire-type violence. 
For this film assets were available in twelve languages, mainly the same ones as those 
available for Beverly Hills Cop 2, but, in addition, a couple of new ones: Bulgarian, 
Croatian, Danish, Dutch, Finnish, French, Greek, Norwegian, Slovenian and Swedish. 
Out of these, French (1394) and Bulgarian (1081) contain more subtitles than the 
template (1112), Finnish (988) and Slovenian (926) follow closely after the template, 
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then Greek (884), Dutch (857), Croatian (856), Norwegian (855), Danish (853), and 
Swedish (766) constitute the language files with fewer subtitles. 
Beverly Hills Cop 2 
1200 
1000 
800 
Number of 600 
subtitles 
Q Croatian 
® Czech 
  Danish 
O French 
Q Hungariar 
  Greek 
Q Norwegiai 
  Portugues 
  Slovenian 
  Swedish 
  Template 
400 
200 
0 Languages 
924 
859 
783 
1066 
775 
691 
782 
1118 
811 
775 
1031 
Chart 17: Beverly Hills Cop 2 
P. GEORGAKOPOULOU 229 
DVD SUBTITLING 
Vampire in Brooklyn 
I 
1400 
1200 11 
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Number of 
subtitles 
600 
400 
Languages 
Bulgarian 1081 
Croatian 856 
Danish 853 
Dutch 857 
Finnish 988 
French 1394 
Greek 884 
Norwegian 855 - 
Slovenian 926 
Swedish 766 
Tate 1112 
Chart 18: Vampire in Brooklyn 
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Chart 19: Indian in the Cupboard 
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The third film to be analysed is Indian in the Cupboard, a 1995 Paramount Pictures 
family film (Chart 19). Based on the popular book by Lynne Reid Banks, it is a great 
family film, focusing on the magic of relationships and teaching lessons about 
friendships, responsibility and ethics to adults and children alike. Hal Scardino plays 
Omri, a nine-year old and the owner of a very unusual cupboard: whenever a figurine is 
placed in the cupboard and locked, when re-opened a living four-inch creature emerges. 
Omri's first transformation is an Onondaga warrior, Little Bear, who becomes Omri's new 
best friend. The pace of the film is neither particularly fast, nor slow: it is slow enough to 
capture the nuances of the characters' relationships, but quick enough for the film to 
avoid stagnation. 
The assets available for this film are fewer as compared to the two previous titles 
analysed, but cover an equally wide range of languages: Croatian, Dutch, Finnish, Greek 
and Slovenian. In this case all assets contain a smaller number of subtitles than the 
template file (697): Slovenian (623), Dutch (579), Greek (544), Finnish (526) and 
Croatian (477). 
The fourth film to be analysed is another Paramount Pictures film, Sabrina '95, a fairy 
tale type love story, the 1995 remake of the original with Audrey Hepburn and Humphrey 
Bogard (1954), starring Harrison Ford, Julia Ormond and Greg Kinnear (Chart 20). It is a 
1990 variation of the Cinderella tale, a romantic film in which the main character, Sabrina 
Fairchild, the daughter of the Larabee family's chauffeur has a crash on the youngest 
Larabee son, a dashing playboy. He doesn't even know she exists however, and she 
goes to Paris where she finds herself. Upon her return, he starts to notice her, but 
complications arise due to his upcoming marriage to a tycoon's daughter. His oldest 
brother gets involved, trying to put a stop to the romance and falls in love with Sabrina 
himself. 
The assets available for this title are slightly more (six); regrettably, they do not include 
Greek: Croatian, Dutch, Finnish, French, Portuguese and Slovenian. This time, the 
Slovenian (1488) and Portuguese (1456) assets have a higher number of subtitles than 
the template (1227), the French one (1223) has almost the same number of subtitles as 
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the template, whereas the Dutch (1064), Croatian (1055) and the Finnish (941) assets 
follow with fewer subtitles than the template. 
The fifth film to be analysed is Blue Hawaii, one of Elvis Presley's most widely known 
musicals (Chart 21). Blue Hawaii was filmed in 1961 by Paramount Pictures and it was 
Elvis' most successful film, in which the soundtrack won him his 13`h gold album. Elvis 
plays Chad, a man just released from the army who returns to his hometown in 
Honolulu. He does not work in the family business as his father wanted, but starts 
working as a local tour guide. The story ends with the famous wedding scene at the 
Coco Palms Resort in Kauai. It is a film filled with music and humour that became a big 
hit among Elvis' fans. 
This film represents a particular case because it is a musical, and musicals are treated 
very differently from territory to territory. Some territories opt to translate the lyrics (e. g. 
Portugal), some prefer to subtitle them but not to translate them (e. g. Italy), especially 
when it comes to songs as widely known as Elvis', whereas others (the most common 
case) do not subtitle lyrics at all (e. g. Greece). When commissioned for this project, ECI 
had to work with two different templates to cover all the needs of the different territories, 
one with lyrics and one without. Therefore, although the assets available for this title are 
very limited, mainly due to the fact that this is a relatively old film, they should be 
compared to both templates created. 
The assets in this case are Danish, French, Norwegian and Swedish and they represent 
a particularly interesting case as will be analysed in Section 5.3.4.1.2. Briefly, it suffices 
to say that the three Scandinavian assets contain exactly the same number of subtitles 
(664), evidence that these three files were templated. This is also the lowest number of 
subtitles contained in the assets for this title. The template without lyrics (926) contains 
quite a few more subtitles than any of the Scandinavian assets, whereas the French file 
(961) contains almost as many. The template with lyrics (1150), however, is the file with 
the highest number of subtitles in this case. 
The sixth and final film to be analysed is Ruthless People, a 1986 BVHE comedy 
starring Danny de Vito, Bette Midler, Judge Reinhold, Helen Slater and John Coleman. It 
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is the story of two kidnappers (Judge Reinhold and Helen Slater), who discover that the 
husband (Dany de Vito) of a wealthy woman whom they have kidnapped (Bette Midler) 
will not pay the ransom that they are asking for, but instead is welcoming the fact that 
she may be killed. Ruthless People is a hilarious comedy full of funny gags and jokes, 
also supported by the superb performances of its main actors, De Vito's and Midler's. 
The assets available for this title were 15: Bulgarian, Czech, Danish, Dutch, Finnish, 
French, German, Greek, Hungarian, Italian, Norwegian, Polish, Portuguese, Spanish, 
Swedish and Turkish. By looking at Chart 22, we can easily establish that the Norwegian 
(659), Finnish (663), Swedish (663), Danish (723), Bulgarian (785), Greek, (818) and 
Dutch (889) assets contain less subtitles than the template file (939), whereas the Polish 
(978), French (985), Italian (1000), German (1004), Turkish (1024), Portuguese (1044), 
Czech (1045), Hungarian (1046) and Spanish (1133) assets more. 
This is the title in which the largest number of subtitle files is available as compared to 
the other titles analysed so far in this chapter. This is particularly important, as there are 
subtitle files for this title from territories that do not normally provide subtitles files, mainly 
East European countries, as well as West European countries with dubbing traditions. 
However, three of the subtitle assets provided for this title were not created in territory, 
but in another centralised subtitling, company based in London. These assets are 
French, German and Italian, representing main dubbing territories in Europe, but as the 
files were created in London, it would be expected that they would bear more 
resemblance to the also London-created English template file than to any of the other 
assets. This will be analysed in detail in Section 5.3.4.2. 
P. GEORGAKOPOULOU 234 
DVD SUBTITLING 
Sabrina '95 
1600 
1400 
1200 
1000 
Number of 800 
subtitles 
600 
400 
200 
0 
Croatian 
Dutch 
Finnish 
French 
Slovenian 
Template 
1 
1 
Languages 
1055 
1064 
941 
1223 
1456 
1488 
1227 
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Blue Hawaii 
Chart 21: Blue Hawaii 
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Ruthless People 
Number of 
subtitles 
200 
Bulgarian 785 
Czech 1045 
Danish 723 
Dutch 889 
Finnish 663 
French 985 
German 1004 
Greek 818 
Hungarian 1046 
Italian 1000 
Norwegian 659 
Polish 978 
Portuguese 1044 
Spanish 1133 
Swedish 663 
Turkish 1024 
Template 939 
Chart 22: Ruthless People 
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5.3.4 A Comparison of Assets with respect to Subtitle Number across All 
Charts 
So far we have analysed the assets in terms of subtitle number alone. It is now time to 
compare the findings of each title to the rest in order to see if any of the findings appear 
to be consistent. In doing so, we need to bear in mind that the titles analysed all belong 
to different film genres, but given the fact that the assets all come from the same 
sources, it can be expected that they will bear some consistency with respect to the 
variable of speech condensity. Also, closely related film genres will be expected to 
generate similar subtitle files in terms of subtitle number. Such a comparison can easily 
be made by using a summary table with all the subtitle numbers across all streams and 
all titles, as shown below. 
Films / 
Film types 
Languages 
Bulgarian 
Croatian 
Czech 
Dutch 
Finnish 
French 
German 
Greek 
Hungarian 
Italian 
Norwegian 
Polish 
Portuguese 
Slovenian 
Spanish 
Swedish 
Turkish 
Template 
(without lyrics) 
Template 
with lyrics 
Table 22: Subtitle Number in Assets Analysed 
Beverly Vampire in Indian in Sabrina '95 
Hills Cop 2 Brooklyn the (romance) 
(action (horror Cupboard 
comedy) comedy) (family) 
n/a 1081 subs n/a n/a 
924 subs 856 subs 477 subs 1055 subs 
859 subs n/a n/a n/a 
n/a 857 subs 579 subs 
n/a 988 subs 526 subs 
1066 subs 1394 subs n/a 
n/a n/a n/a 
691 subs 884 subs 544 subs 
775 subs n/a n/a 
n/a n/a n/a 
782 subs 855 subs n/a 
n/a n/a n/a 
1119 subs n/a n/a 
811 subs 926 subs 623 subs 
n/a n/a n/a 
775 subs 766 subs n/a 
n/a n/a n/a 
1031 subs 1112 subs 697 subs 
n/a n/a n/a 
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1064 subs 
1223 subs 
n/a 
n/a 
n/a 
n/a 
n/a 
1456 subs 
1488 subs 
n/a 
n/a 
n/a 
1227 subs 
n/a 
Blue Ruthless 
Hawaii People 
(musical) (comedy) 
n/a 785 subs 
n/a n/a 
n/a 1045 subs 
664 subs 723 subs 
n/a 889 subs 
n/a 663 subs 
961 subs 985 subs 
n/a 1004 subs 
n/a 818 subs 
n/a 1046 subs 
n/a 1000 subs 
664 subs 659 subs 
n/a 978 subs 
n/a 1044 subs 
n/a n/a 
n/a 1133 subs 
664 subs 663 subs 
n/a 1024 subs 
926 subs 939 subs 
1150 subs n/a 
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In order to meet the requirements of the initial hypothesis made as regards the 
possibility of subtitling trends across various countries, it is important that the 
summarised findings of the research made, as shown above, are examined on the basis 
of groups of countries. Thus, in the analysis that follows countries are grouped into 
subtitling and dubbing countries, in order to verify or negate the hypothesis made. 
As already described in Chapter 1, among the territories involved in this analysis, 
Denmark, Finland, Greece, Holland, Norway, Portugal and Sweden are subtitling ones, 
while dubbing territories are France, Germany, Italy and Spain, and the Central and East 
European territories, such as Bulgaria, Croatia, Czech Republic, Hungary, Poland, 
Slovenia and Turkey, carry a greater tradition of revoicing, especially voice-over, 
although subtitling is the screen translation method used mostly in the cinemas. 
5.3.4.1 Traditionally Subtitling Countries 
In order to ease comparison across these countries, a summary chart of the assets 
provided from Denmark, Finland, Greece, Holland, Norway, Portugal and Sweden is 
provided below in Chart 23. 
The first striking observation made from analysing this chart is that all the assets 
provided from subtitling countries contain a smaller number of subtitles than the 
respective template files, with one exception: the Portuguese files. In nearly all cases 
analysed, countries with a long tradition in subtitling have provided subtitle files that 
contain a much smaller number of subtitles than the template file, thus verifying the initial 
hypothesis. The reasons for this may be various: 
a) Conditioning of the audience to hearing the source language (English), results in an 
increase in the number of the linguistic items in English than can be immediately 
recognisable by such audiences and, therefore, redundant and most likely omitted 
items when subtitling an English film into these languages. 
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Chart 23: Comparison of Assets from Subtitling Countries 
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b) The closeness of the languages analysed (Danish, Dutch, Norwegian, Swedish and 
Finnish to a lesser extent, with Greek being the only exception) to the source 
language (English) can account for the omission of further linguistic items from the 
subtitle files, such as burnt-in captions (see Section 5.2.2). Films do not only contain 
dialogue, but also often contain text burnt-in on the screen; this text often has a 
descriptive function, providing information such as dates, place names, etc. In the 
case of captions containing text such as "London 2000", there is a good possibility 
of similar spelling of such names in the TL, thus making subtitles providing 
translation for such burnt-in text unnecessary. 
c) Greece itself constitutes a completely separate case when comparing language 
territories that do not use a Latin alphabet (often referred to as 'non-Roman' 
languages) to the ones that do ('Roman'). It may be that the Greek alphabet would 
necessitate the insertion of subtitles in cases such as the one described above, but 
it may be argued that Greeks in general have a much greater understanding of 
English than other non-Roman language countries. This may have to do with the 
geographical closeness of Greece to English-speaking countries, as compared to 
other non-Roman language countries, as well as the fact that Greece is a member 
state of the EU. A further reason may be that at least one foreign language, English 
being the most common case, is taught compulsorily at Greek schools. Also 
Greece's highly developed trade and tourism industries contribute towards this 
situation. The percentage of use of Latin characters in Greek mass media provides 
testimony enough towards this end; checking the covers of weekly magazines, it is 
noticeable that Latin characters are found almost everywhere! This can account for 
the increase of redundant linguistic items than could easily have been omitted from 
the Greek subtitle files. 
The above findings, together with the attempted explanations, can easily be 
corroborated from the analysis made in Chapter 1, where the reasons for countries 
having established subtitling or dubbing traditions are analysed and the socio-political 
implications underlying them are also explained. These constitute strong supporting 
evidence of the initial hypothesis as to whether the subtitling tradition of a country would 
affect the creation of subtitle files in terms of the percentage of text subtitled. The answer 
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to the initial hypothesis, i. e. that subtitling countries tend to subtitle less than the dubbing 
ones, would have been `yes' were it not for one exception to the findings of this 
research: the Portuguese files. 
The following sections provide a more in-depth analysis of subtitle assets from subtitling 
territories, with the purpose of shedding some light on the conclusions drawn from the 
initial comparison of assets made here. 
5.3.4.1.1 The Case of Portugal 
Portuguese assets were available only in three out of the six titles analysed, but their 
content with respect to subtitle number seems to be consistent. Sabrina '95 is the most 
condensed film in terms of speech out of the films examined, as is obvious from the 
subtitle number of the template file. As all template files are the only ones we know with 
absolute certainty to have been created from exactly the same source, i. e. ECI -not only 
the same territory, but the same company, also ruling out stylistic variations that exist 
between companies of the same country-, they can serve as the common denominator 
in comparing these five titles. The Portuguese file in this case contains more subtitles 
(1456) than the template (1227) and the difference in number is not to be 
underestimated (approximately 15%). In the second case, Beverly Hills Cop 2, probably 
the second 'wordiest' film analysed out of the three for which a Portuguese asset is 
available, the Portuguese file still contains more subtitles (1118) than the template 
(1031). The difference in subtitles this time is approximately 8%. Finally, in Ruthless 
People, the less 'wordy' film out of the three, however, with a very small difference in 
terms of subtitle number, the Portuguese file also contains more subtitles (1044) than 
the template (939), which represents an increase of approximately 10% to the template 
file. 
This is a particularly interesting phenomenon as it is the only case that contradicts the 
initial hypothesis made. Portugal is the only subtitling country whose assets contain a 
higher subtitle number than the template. How can this be explained? As already seen in 
Table 1, according to the data provided, Portugal is a traditionally subtitling country; in 
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1991 it subtitled for 70% of subtitling of its imported programmes, dubbed only 10% and 
used voice-over and narration for the rest 20% (Luyken at al. 1991: 33). 
The answer to this question can be found by examining the attributes of subtitle files 
provided from the Portuguese territory and also the stylistic requirements made for the 
creation of files in these languages by ECI. 
Being in the unique position of handling and examining all subtitle files that are 
accessible to ECI as assets to be used in the re-commissioning of titles, I can easily 
verify that the majority of Portuguese assets that have ever been available to ECI - 
despite the fact that most of them are no longer available for comparison as they have 
already been returned to the clients- did indeed contain a much higher number of 
subtitles than the template files subsequently created by ECI for the same titles. 
Furthermore, as regards the stylistic requests ever made to ECI by Portuguese 
territories, two aspects stand out: 
a) Portuguese files usually contain subtitles for the main actors starring in the film, the 
director, etc. at the beginning of the film, a convention that does not characterise 
any of the other subtitling countries involved in this analysis. On the contrary, such a 
tradition is characteristic of some Central European countries, such as Poland, as 
well as Asian territories, such as Taiwan. The case of the former will be analysed 
below, whereas in the case of the latter, what must always be borne in mind is the 
extra complication involved in such subtitle files, due to the use of non-Latin 
alphabets. 
b) Portugal is one of the few territories that require the inclusion of lyrics in the subtitle 
files of musicals, such as Blue Hawaii. The only other two territories that have up to 
date made such a request from ECI are Spain and Italy, two of the main dubbing 
territories in Europe. 
In short, Portuguese files seem to conform to the attributes expected of files originating 
in countries with a strong tradition in revoicing, rather than subtitling countries. Perhaps 
the reasons for this lie in the close geographical position, with all the socio-economic 
relations that this may entail, of Portugal to Spain, one of the main dubbing territories in 
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Europe. Evidence to prove this assumption might be provided by a comparison of 
Portuguese to Spanish (Castilian) assets provided to ECI. 
It was not easy to find the necessary assets to test this assumption however, as Spanish 
assets (as well as assets from dubbing countries in general) are provided quite rarely as 
compared to Portuguese assets. However, one more title in which both Spanish and 
Portuguese assets were available was located after lengthy research. The title is 
Terminator 2: Judgement Day, an action film by Universal Pictures International, starring 
Arnold Schwarzenegger and Linda Hamilton. Terminator 2: Judgement Day (1991) is the 
sequel of the original Terminator (1985), both major blockbusters. In the original 
Terminator, a killing-machine from the future has returned to the present to kill Sarah 
(Linda Hamilton) before she has a son, who has become the leader of human resistance 
in the future. In Terminator 2,10 years later, Sarah is in a mental hospital and her son, 
John Connor, in a foster home. A more advanced Terminator has now been sent back in 
time to kill John. The resistance from the future has also sent a T-800 (the model from 
the first film) to protect him. 
The chart below can provide us with the means to make the comparison between the 
Portuguese and Spanish files. 
Terminator 2 
Number of 
subtitles 
  Portuguese 1957 
Q Spanish 1970 
®Template 1025 
Chart 24: Terminator 2 
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A careful examination of the chart above shows that the Portuguese asset does seem to 
behave like the Spanish asset in terms of subtitle number. As compared to the template 
file provided by ECI, it contains a higher number of subtitles in the above mentioned title 
as well. In the case of Terminator 2, the Portuguese file (1957) contains 47.6% more 
subtitles than the template file (1025) created by ECI, whereas it contains almost as high 
a subtitle number as the Spanish asset (1970) for the same title. 
Another possible reason for the tendency of Portuguese subtitle files to behave as files 
from dubbing territories might have to do with the relationship between European and 
Brazilian Portuguese files. Although such a relationship cannot be accounted for on the 
basis of geographical and socio-political reasons such as the ones described above, it is 
the closeness of European to Brazilian Portuguese languages that could provide the link. 
Given the fact that in most countries the rights to subtitle files are usually held by the 
producing/distributing company and not by subtitling companies or the subtitlers 
themselves, it would make sense that the producing company would use these files 
either to reformat them to a different master for the DVD, video, etc release and, in the 
case of closely related languages, such as Castilian and LA Spanish, French and 
Canadian French, as well as European and Brazilian Portuguese, to use one to create 
the other whenever time allows for this possibility. 
In the case of Portugal and Brazil in particular, Brazilian files are commonly available 
earlier on in the process, as films are often first released in Regions1s 1 and 4 rather 
than in Region 2. Brazil follows closely the dubbing tradition of Latin America, as is 
obvious from the fact that Brazilian and Latin American dubs are almost always provided 
on DVD releases together with dubs in French, Italian, German and Spanish, also main 
IS Regional codes are used on DVDs to prevent the discs for playing in certain geographical 
regions to avoid piracy. The world markets are divided in 8 regions (also called 'locales'), These 
are: 
1: U. S., Canada, U. S. Territories 
2: Japan, Europe, South Africa, and Middle East (including Egypt) 
3: Southeast Asia and East Asia (including Hong Kong) 
4: Australia, New Zealand, Pacific Islands, Central America, Mexico, South America, and the 
Caribbean 
5: Eastern Europe (Former Soviet Union), Indian subcontinent, Africa, North Korea, and Mongolia 
6: China 
7: Reserved 
8: Special international venues (airplanes, cruise ships, etc. ) (Taylor 1991). 
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dubbing territories, as well as the original voicetrack in English. It is self-evident that the 
dubbing tradition of Brazil would influence the number of subtitles contained in 
reformatted Portuguese subtitle files, created with the help of an original Brazilian file. Of 
course such an argument would also have to be supported with relevant evidence, 
however, none was available in the ECI database in the case of Beverly Hills Cop 2, 
Sabrina '95, Ruthless People or Terminator 2. 
What this preliminary analysis has revealed so far, however, is that, despite the case of 
Portuguese files, which seem to behave like files created in a dubbing territory such as 
Spain or Brazil (although further research would be necessary to verify the validity of this 
statement), all other subtitling countries analysed above seem to conform to the pattern 
of the initial hypothesis, i. e. their subtitle files contain a consistently lower number of 
subtitles than the template files created by ECI and point to a greater understanding of 
English in the respective territories. By examining the files of these subtitling territories 
even closer, a few more conclusions may be drawn. 
5.3.4.1.2 The Case of Scandinavia 
A particularly interesting pattern that can be noted is the case of the Scandinavian 
assets provided for the film Blue Hawaii. As already briefly discussed briefly above, the 
three Scandinavian assets provided for this title contain exactly the same number of 
subtitles, evidence of possible templating of Scandinavian files. The question that 
immediately presents itself is the need for further investigation of the Scandinavian files 
separately, to examine possible further similarities between them as well as their 
relationship to the template files available. A summary chart may be helpful to provide an 
easy overview of the total number of files. 
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Comparison of Scandinavian Assets 
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®Danish 783 853 0 0 664 723 
  Finnish 0 988 526 941 0 663 
0Norroegian 782 855 0 0 664 659 
DSwedish 775 766 0 0 664 663 
 Template (without lyrics) 1031 1112 697 1227 926 939 
nTamnintp with Ivrics 0 0 0 0 1150 0 
Chart 25: Comparison of Scandinavian Assets 
From an initial comparative analysis of all six titles, as shown in Chart 25, a tendency is 
clearly discernible for all Scandinavian subtitle files provided to be very close in terms of 
subtitle number. It also reveals that they all contain consistently fewer subtitles than the 
English template file created for the purposes of DVD multilingual subtitling. The two first 
films analysed, Beverly Hills Cop 2 and Vampire in Brooklyn, provide a very good 
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comparison of assets from all four Scandinavian territories (Danish, Finnish's, 
Norwegian and Swedish), as well as against the template file, revealing the consistency 
described above. The Finnish asset (not available for Beverly Hills Cop 2) is the one with 
comparatively more subtitles than any of the other Scandinavian files, but still 
considerably fewer subtitles than the template file. The following two films, Indian in the 
Cupboard and Sabrina '95, provide an equally revealing comparison of the Finnish asset 
(the highest in number of subtitles among the other three, as shown so far) to the 
template file, the results of which complement the previous findings. Finally, by 
comparing the consistently subtitled Danish, Norwegian and Swedish files for Blue 
Hawaii to the two existing template files (with and without lyrics) the above point is 
further reinforced. Ruthless People is the only title in which subtitle files were available 
from all Scandinavian territories and, again, all consistently contain fewer subtitles than 
the template file produced by ECI. 
The similarities among these files in terms of subtitle number hint at similarities in the 
subtitling styles across all Scandinavian countries, which would facilitate a potential 
centralisation of subtitled output in these four markets or at least in the majority of them, 
as shown by Blue Hawaii. The reasons for this may be various; the close linguistic, 
cultural and economic relationships of these countries would definitely play an important 
role. Let us not forget, for example, the tradition of consistently timed subtitles in 
Swedish and Finnish available simultaneously in theatrical releases in Finland. All 
Scandinavian countries have a great tradition in subtitling; from academia to the 
subtitling market and the relevant technological advances, the Scandinavian countries 
are ever present. They account for a great number of theorists in audiovisual translation: 
Gottlieb, Ivarsson, Lomheim, to name but a few. Scandinavian countries are also among 
the few countries that offerclose-caption facilities to their citizens, Germany, UK, USA 
being the main remaining ones. They are also present in the subtitling hardware and 
software market; one of the most widely used subtitling workstations in the 1990s is the 
Swedish-made Cavena workstation (http: //www. scantitling. coml). This workstation is 
16 Although Finland is not a Scandinavian country by geographical definition, it is commonly 
referred to as such strictly speaking, as is some times also the case with Iceland. In the subtitling 
market in particular, the term 'Scandinavian countries' refers to Denmark, Finland, Norway and 
Sweden. 
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now considered outdated, as more user-friendly Windows-based software has since" 
been developed, but it is in use even today in various other territories apart from 
Scandinavian ones, such as Holland, but also more remote geographical regions, such 
as Hungary and Poland. 
The above findings, together with plausible reasons as to their causes, offer justification 
to argue that the process of templating could easily have started in Scandinavian 
territories long before the coming of DVD made it a requirement due to the market 
subsequently becoming international. Supporting evidence is required, however, making 
further research necessary into the extensive ECI database. This evidence was quickly 
found in the form of another Elvis title, Roustabout. 
Produced by Paramount Pictures in 1964, in this musical Elvis plays a coffee bar singer 
who has a fight and takes off on his motorcycle. He finds a job in a rundown local 
carnival and his singing makes it a success. He later leaves to take a job in another 
carnival, taking all his fans with him and the creditors try to get hold of the first carnival. It 
is up to Joan, a pretty girl for whom Elvis had fallen, to persuade him to return. This is 
another one of Elvis' love stories, filled with Elvis' songs; the soundtrack of this film was 
released on LP (1964) and later included on the LP Elvis in Hollywood (1976) and on the 
Double Features CD Love in Las Vegas and Roustabout (1993). 
The assets available for this title are again Danish, French, Norwegian and Swedish, 
and exactly the same pattern is found here. The three Scandinavian assets contain 
exactly the same number of subtitles (752), providing further evidence that the files have 
been templated. This is also the lowest number of subtitles in a subtitle file as compared 
to both the French asset provided (1046) and the two template files subsequently 
created, with (1217) and without lyrics (1028). In examining the source of the files, the 
name of the same subtitling company is shown in both cases. In addition, the date of the 
assets provided verifies the initial hypothesis made that there is evidence of templating 
across the Scandinavian territories long before DVD ever came into the picture. 
17 Some of the pioneer countries in subtitling hardware and software development are USA 
(Captions Inc, NCI), UK (Screen, Softel, SysMedia), Sweden (Cavena) and Italy (Softitler). Their 
workstations are widely used across the world up to date. 
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Chart 26: Roustabout 
From the analysis and the chart above, it is obvious that the process of templating files 
in Scandinavia started long before any centralisation of subtitling processes ever took 
place anywhere else in the world, probably due to shared technological advances, with 
particular relevance to subtitling, and close linguistic, cultural and economic relationships 
between Scandinavian countries. Further research to support these preliminary findings 
would, however, be necessary due to the limited number of assets available here. 
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5.3.4.1.3 The Case of Greece 
The case of Greece and the attributes of Greek subtitle files have already been 
examined in Section 3.4.1 as well as in the previous chapter, and the case of Greece 
has clearly been established as following the pattern of the initial hypothesis. Greek 
subtitle files consistently contain fewer subtitles than the ECI templates as shown in the 
chart below, a percentage in the proximity of 33% in the case of Beverly Hills Cop 2, 
22% in the case of Indian in the Cupboard, 20.5% in the case of Vampire in Brooklyn 
and 13% in the case of Ruthless People. 
1200 
1000 
Number of 600 
subtitles 
0 
Comparion of Greek assets 
1 
Beverly Indian in Vampire in Ruthless 
Hills Co; the Brooklyn People 
D Greek 691 544 884 818 
  Template 1031 697 1112 939 
Chart 27: Comparison of Greek Assets 
However, as the films examined above also belong to different film genres, it would be 
interesting to make a comparative analysis with the findings of Chapter 4. The film 
genres analysed in the previous chapter include a greater variety than the ones available 
here. These are: action (Pulp Fiction and The Godfather), comedy (As Good as it Gets), 
drama (Kramer vs. Kramer), horror comedy (Dracula, Dead and Loving it), romance 
(Casablanca and Titanic), romantic comedy (My Best Friend's Wedding), science fiction 
(Star Trek) and thriller (Blow Up and X Files). Below we are going to compare these 
titles (with the exception of X Files, as this is the only title that is not a 
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Number of 
subtitles 
 As Good as it Gets 1189 
  Beverly Hills Cop 2 691 
  Blow Up 312 
Q Casablanca 762 
O Dracula: Dead and Loving It 782 
  Godfather, the 1389 
  Indian in the Cupboard 544 
D Kramer vs Kramer 762 
  My Best Friend's Weding 891 
  Pulp Fiction 1314 
13 Ruthless People 818 
  Star Trek: Generations 1015 
0 Titanic 1684 
  Usual Suspects 975 
 Vampire in Brooklyn 736 
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film, but an hourly episode of a series) to the ones above as regards the total number of 
subtitles in each. 
It is expected that titles that belong to the same genre will contain approximately the 
same number of subtitles proportionally in relation to their duration. These are Beverly 
Hills Cop 2 and the four action titles previously analysed, i. e. Blow Up, Pulp Fiction, The 
Godfather and Usual Suspects; Vampire in Brooklyn and Dracula, Dead and Loving it, 
both horror comedies; Ruthless People, My Best Friend's Wedding and As Good as it 
Gets, all comedies. 
Details of all Greek assets analysed so far (with the exception of X files) can be seen in 
Chart 28 and Table 23. 
Table 23: Greek Subtitle Files Categorised by Film Genre 
amily Comedy Action Film A 
Ichara te difficulties ! ýv sual elem ent 
depiction) Situation Horror Science Gangster, 
Comedy Comedy Fiction Thriller 
Casablanca - As Good As lt Dracula: Dead Star Trek: Beverly Hills 
762 subs Gets - 1189 subs and Loving lt - Generations Cop 2- 691 
782 subs - 1015 subs subs 
Indian in the My Best Friend's Vampire in Blow Up - 312 
Cupboard - 544 Wedding - 891 Brooklyn - subs 
subs subs 884 subs 
Kramer vs. Ruthless People Pulp Fiction - 
Kramer - 765 - 818 subs 1314 subs 
subs 
Titanic - 1684 The Godfather 
subs - 1389 subs 
Usual 
Suspects - 
975 subs 
By categorising the results in a table on the basis of film genre and comparing the length 
of the film to the number of subtitles in the subtitle file provided, we can make a few 
more in-depth observations. The following tables represent the subtitle number vs. 
programme running time ratio. The films highlighted are the ones examined in this 
chapter, using the assets provided from ECI's international clients that have already 
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been compared to subsequently created template files. The rest are all subtitle files 
analysed in detail in Chapter 4. The subtitle ratio per minute of film is also provided for 
ease of comparison. 
Table 24: Subtitle Ratio per Minute of Film 
List of Greek film subtitle Number of 
files subtitles 
As Good As II Gets 1 189 
Beverly Hills Cop 2 691 subtitles 
Blow Up 312 subtitles 
Casablanca 762 
Duration Subtitle ratio 
139 minutes 8.553 subs per 
minute 
102 minutes 6.774 subs per 
minute 
106 minutes 2.943 subs per 
minute 
minute 
8.688 subs per 
minute 
5.608 subs per 
minute 
7.285 subs per 
minute 
8.485 subs per 
Dracula: Dead and Loving It 782 90 minutes 
Indian in the Cupboard 544 subtitles 97 minutes 
Kramer vs. Kramer 765 105 minutes 
My Best Friend's Wedding 
Pulp Fiction 
891 
1314 
1 
154 minutes 8.532 subs per 
minute 
Ruthless People 818 subtitles 93 minutes 8.795 subs per 
minute 
Star Trek: Generations 1015 110 minutes 9.227 subs per 
minute 
The Godfather 1389 161 minutes 8.627 subs per 
minute 
Titanic 1684 191 minutes 8.816 subs per 
minute 
Usual Suspects 975 105 minutes 9.285 subs per 
minute 
Vampire in Brooklyn 884 subtitles 100 minutes 8.84 subs per 
minute 
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Table 25: Subtitle Ratios Categorised by Film Genre 
Drama / Fr 
(character 
depiction) Situation Horror Science Gangster, 
Comedy Comedies Fiction Thriller 
Casablanca As Good As It Dracula: Dead Star Trek: Beverly Hills 
7.696 subtitles Gets - 8.553spm and Loving It - Generations Cop 2- 
per minute (spy 8.688s pm - 9.227s pm 6.774s pm 
Indian in the My Best Friend's Vampire in Blow Up - 
Cupboard - Wedding - Brooklyn - 2.943spm 
5.608spm 8.485spm 8.84s pm 
Kramer vs. Ruthless People Pulp Fiction - 
Kramer - - 8.795spm 8.532spm 
7.285s pm 
Titanic - The 
8.816spm Godfather - 
8.627s pm 
Usual 
Suspects - 
9.285s pm 
The above categorisation can also be represented in a chart format, such as the one 
below (Chart 29). 
The first conclusion that we can draw from observing the chart is that the majority of the 
titles present a subtitle per minute ratio within a very small range: 8.485 subtitles per 
minute (spm) for Titanic to 9.285spm for Usual Suspects, i. e. a difference of less than 1 
spm for 10 out of the 15 files analysed above. 
The file with the lowest subtitle ratio is Blow Up, with a surprising 2.943spm, much lower 
than the subtitle per minute ratio of any other film analysed. This can easily be 
explained, as it is a particularly slow film with very little dialogue, as explained in Section 
4.2.9; the stress is on the visual element, as the film tells us the story of a photographer 
finding out about a murder. Another point that is worth mentioning is that the subtitle file 
for this film was a file created for the needs of a film festival, as opposed to all the other 
subtitle files examined here, that have been created either for cinema, video or DVD 
releases. Although this fact should not really affect the subtitler's style from a linguistic 
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point of view, it could be argued that the widely different circumstances under which this 
film was subtitled18 might also have accounted for the difference in subtitle number. 
Subtitle ratios in all Greek files 
1 
  Casablanca 
Q Kramer vs. Kramer 
Q- 
a Indian in the Cupboard 
Q Titanic 
  As Good As It Gets 
13 Dracula: Dead and Loving It   My Best Friend's Wedding 
Q Ruthless People 
  Star Trek: Generations 
Q Beverly Hills Cop 2 
  Pulp Fiction 
  Usual Suspects 
 - 
  Vampire in Brooklyn 
  Blow Up 
  The Godfather 
Chart 29: Subtitle Ratios in All Greek Files 
18 Film festivals normally require subtitling within a much shorter time frame than video or DVD 
subtitling. From the interviews held at the early research stage of this thesis with Greek subtitlers 
with experience in film festivals, the conclusion was drawn that the working conditions of 
subtitlers pose such physical constraints, either in terms of time, materials available, process 
followed, access to resources or even pay, that their work may be affected at the linguistic level 
(cf Papadakis 1998: 69-70). 
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The only other film with a particularly low subtitle ratio (5.608spm) is Indian in the 
Cupboard, a family film. This fact is easily explained as the film is suitable for children. 
As such, apart from its content which is not particularly dense in terms of dialogue, the 
film needs to be subtitled for children, in which case a lower reading speed setting would 
be applied by the subtitler, resulting in the insertion of fewer and more edited subtitles in 
the file as compared to a file subtitled for an adult audience with higher reading speed 
requirements. 
Beverly Hills Cop II, Kramer vs. Kramer and Casablanca, are the other three films with a 
relatively low subtitle ratio per minute (6.774spm, 7.285spm and 7.606spm respectively). 
There is no obvious reason why these three films seem to differ slightly from the rest. 
Beverly Hills Cop 11 is analysed separately below, by comparing it to the other action 
films available. The case of Kramer vs. Kramer and Casablanca, however, might not be 
that difficult to explain. Both films rely heavily on character depiction and belong to the 
same genre, that of drama, despite the fact that one is a court drama and the other a 
romance. One might argue that it is not really these two titles that differ from the rest of 
the films examined here, but rather Titanic, the other film in their genre apart from Indian 
in the Cupboard, which is a children's film. As a matter of fact, Titanic seems to follow 
the pattern of comedies and action films more than films of its own category. 
Beverly Hills Cops 11 can be compared to the other action films analysed with the 
exception of Blow Up, i. e. Pulp Fiction, The Godfather and Usual Suspects. Although the 
latter three films present similar subtitle per minute ratios (8.532spm, 8.627spm and 
9.285spm respectively), the slightly higher ratio in Usual Suspects accounts for the fact 
that in this film a narrator was employed for the plot to unfold (see Section 4.2.12). 
Therefore, a higher number of subtitles would be expected. What is the variable then 
that differentiates Beverly Hills Cops 11 from Pulp Fiction or The Godfather? From the 
synopsis provided in Sections 4.2.11 and 4.2.10 respectively it is obvious that both these 
titles are dense in terms of dialogue as well as heavily packed in terms of action. One 
might expect Beverly Hills Cops 11 to be quite a dense in dialogue too, especially since 
the protagonist, Eddie Murphy, is known in his films as a fast speaker. This can be seen 
from other titles starring Eddie Murphy, such as Dracula: Dead and Loving It and 
Vampire in Brooklyn, in which the subtitle per minute ratio reaches and even surpasses 
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the levels of both Pulp Fiction and The Godfather, despite the fact that one would expect 
horror comedies such as these to rely a lot more on visual elements than dialogue. It is 
also interesting to note that Beverly Hills Cops 11 was the Greek title that differs most in 
subtitle number from its corresponding template file (a reduction to the level of 33%, as 
established in the beginning of this section). Vampire in Brooklyn on the other hand, only 
presented a 20.5% reduction in terms of subtitle content from its respective template file. 
No more conclusions can be drawn as to the difference in subtitle number between this 
title and remaining ones in its category; furthermore, the representative value of this title 
can be questioned, as the results of the above comparison seem to be highly erratic. 
The other two titles that can easily be compared are Dracula: Dead and Loving It and 
Vampire in Brooklyn, both horror comedies. As already observed, these two titles share 
more similarities than just the genre to which they belong. They both have Eddie Murphy 
as the main protagonist, a fact that gives the two films high levels of density in terms of 
dialogue; indeed, their subtitle per minute ratios are extremely similar, 8.688 and 8.84 
respectively. 
It is also interesting to compare the comedy Ruthless People with the other comedies, 
i. e. As Good As It Gets and My Best Friend's Wedding. One might also compare it with 
the two horror comedies analysed above. Again, their subtitle per minute ratios are very 
similar (8.795spm, 8.553spm and 8.485spm respectively, with spm rates even closer 
with the two horror comedies mentioned above). 
In general then, the conclusion that was drawn at the end of Chapter 4 can be drawn yet 
again now that more films are added to the comparison. Films are texts of hybrid form; 
they are multi-dimensional, with "often conflicting features or overlapping dimensions" 
(Snell-Hornby: 1988), sharing the characteristics of more than one genre. Thus, more in- 
depth or general conclusions cannot be drawn at this stage with the material available 
here. The general trend, however, of consistently low subtitle per minute ratios, 
especially as compared to similar ECI template files is yet again repeated by the further 
comparison undertaken. 
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5.3.4.2 Traditionally Dubbing Countries 
For ease of comparison of the dubbing countries involved in this research project 
(France, Germany, Italy and Spain) a summary chart may be helpful. 
Comparison of Assets from Dubbing Countries 
1quu 
11 
1200 
1 1 1 
11 
1000 
800 
Number of 
subtitles 
600- 
400- 
200- 
Beverly Vampire in 
Indian in Sabrina Blue Ruthless 
Hills Cop 2 Brooklyn 
the '95 Hawaii People Cupboard 
  French 1066 1394 0 1223 961 985 
Q German 0 0 0 0 0 1004 
® Italian 0 0 0 0 0 1000 
  Spanish 0 0 0 0 0 1133 
  Template (without lyrics) 1031 1112 697 1227 926 939 
Q Template with lyrics 0 0 0 0 1150 0 
Chart 30: Comparison of Assets from Dubbing Countries 
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The assets provided for the above titles have their origins in France and Spain. The 
German and Italian assets presented in the chart above represent one-off cases and 
these specific subtitle files (together with the French one for the same title) have not 
been created in territory, as in the case of all the other assets we have examined so far, 
but in a centralised subtitling company in London. As the company by which they were 
created resembles ECI in the respect that it also undertakes multi-lingual DVD subtitling, 
applying the same house-style to a larger or lesser extent to all its files, as well as often 
uses templates for the creation of subtitle files, it would be expected that these three 
assets would bear a great resemblance to the ECI-created English template file than any 
other asset for the same title. 
Indeed, if we examine the subtitle files available for Ruthless People, we see that the 
French (985), German (1004) and Italian (1000) assets for this title bear a very close 
relationship in terms of subtitle number, both among themselves and with the template 
file (939). The difference in subtitle number is particularly small if we compare the assets 
among themselves, which suggests that these files might have been templated at some 
early stage, a fact that is easily corroborated by spot-checking the timings of specific 
subtitles. Still, all assets have ended up with a subtitle number still slightly higher than 
that of the template file, as would be expected of subtitle files originating in a dubbing 
country. The only exception to this is the file for Sabrina '95, which contains almost the 
same number of subtitles (1223) as that in the template file (1227). 
The number of files from dubbing territories is as expected; it is only reasonable that, 
whereas subtitling territories would have already created subtitle files for back catalogue 
'titles, which are still available and can thus be reformatted for the DVD release of these 
titles, dubbing territories would have created the dubbed versions, but not subtitle files. 
Thus, the subtitle assets available from dubbing territories are considerably fewer than 
the ones created in subtitling countries. It is to these files only, unfortunately, that 
research has to be limited. 
From a glance at the chart above, the first observation that may be made is that all 
subtitle files provided have a larger number of subtitles than the respective template files 
produced by ECI (with or without lyrics) for the re-commissioning of these titles, with one 
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exception: the French (1223 subtitles) file for Sabrina '95, which has slightly fewer 
subtitles than the template file (1227), a difference, however, that is so negligible (- 
0.32%) that it does not really make a difference for the overall result of this analysis. On 
the whole, the chart verifies the initial hypothesis made, but a more detailed examination 
of the French assets will be provided below. 
5.3.4.2.1 The Case of France 
Out of the territories included above, the most important case is that of France, not only 
because it is one of the main countries with strong dubbing traditions, where the art form 
of subtitling is only recently becoming more popular, but also because the French assets 
available for this research project represent the majority of assets from dubbing 
territories. 
Out of the six titles analysed above, French assets were available for five, in all cases 
containing more subtitles that the respective template file created by ECI, with one 
exception: Sabrina '95, where the French file contains 0.32% subtitles less than the 
template one. Sabrina '95 is also the 'wordiest' of all five titles for which French assets 
are available here. Vampire in Brooklyn is the second 'wordiest' film and here the French 
file contains 20.22% more subtitles than the template file. In the case of Beverly Hills 
Cop 2 it contains only 3.28% subtitles more than the template file, whereas in the case 
of Ruthless People, the other action title and slightly less wordy one than Beverly Hills 
Cop 2, it contains 4.89% more subtitles than the template file. Finally, in the case of Blue 
Hawaii, it contains 3.64% subtitles more than the template without lyrics, but 16.43% 
subtitles less than the template with lyrics. 
The differences in terms of subtitle number between the French assets and the template 
files seem to be completely unsystematic and no real trend can be observed, apart from 
the initial general observation that French files tend to have the same or a greater 
number of subtitles than the template files. The reasons for this could be that the 
sources of the French assets are different, which would account for the different 
subtitling styles. Thus, further research was considered necessary and the origins of the 
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French subtitle files in the above cases were investigated. The one thing that is certain is 
that the source of the French subtitle file for Ruthless People is not a French company; 
this file was produced by a London-based multi-language subtitling company and, 
therefore, cannot be used for this comparison. To establish the origins of the rest of the 
French assets further research was carried out and, although no source was found for 
Beverly Hills Cop 2, the sources of all other French assets were established as those of 
major French subtitling laboratories. 
Further research was also undertaken in order to identify more titles produced from the 
same companies as above; the answer was provided by Roustabout, a film subtitled by 
the company that also subtitled Blue Hawaii. Roustabout, the other Elvis title that was 
analysed above in the case of Scandinavian assets, can also be used in the analysis of 
French assets, as a French asset is available too (see Chart 26). The pattern noted in 
Roustabout is exactly the same as for Blue Hawaii: the French asset contains 1046 
subtitles, which is 1.72% subtitles more than the template without lyrics (1028 subtitles), 
but 14.05% fewer subtitles than the template with lyrics (1217 subtitles), confirming yet 
again the hypothesis that French assets tend to contain a larger number of subtitles than 
the template files produced by ECI, probably due to the strong tradition of the territory in 
dubbing. The close affinity between the French subtitle files for Blue Hawaii and 
Roustabout is also due to the fact that they were originated by the same company, thus 
bearing stylistic similarities as regards reduction percentages. A summary chart of the 
French subtitle assets is shown below. 
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French Assets 
1400 
1200 
1000 
800 
Number of 
subtitles 
Beverly Vampire 
Sabrina Blue Roustabo Ruthless 
Hills Cop in 
' 95 Hawaii ut People 2 Brooklyn 
" French 1066 1394 1223 961 1046 985 
  Template (without lyrics) 1031 1112 1227 926 1028 939 
11 Template with Ivrics 0 0 0 1150 1217 0 
Chart 31: French Assets 
5.3.4.3 Central & East European Countries 
For ease of comparison of the Central and East-European countries, which follow less 
strong screen translation traditions, where types of revoicing seem to be dominant, 
especially voice-over, but where subtitling is also commonly used for theatrical releases 
(Bulgaria, Croatia, Czech Republic, Hungary, Poland Slovenia and Turkey) a summary 
chart is necessary (see Chart 32). 
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Comparison of Assets from Central and East European 
Countries 
1600] 
Num 
sub, 
1 64 8 
1400 
7 1200 
1 
111 
1 15 1 
1000 
ber of 800 
titles 
- 600- 
- ' 400- 
- 200- 
- 0 Beverly Hills 
Cop 2 
Vampire in 
Brooklyn 
Indian in the 
Cupboard Sabrina ' 95 
Ruthless 
People 
O Bulgarian 0 1081 0 0 785 
  Croatian 924 856 477 1055 0 
  Czech 859 0 0 0 723 
Q Hungarian 775 0 0 0 1046 
  Polish 0 0 0 0 978 
Q Slovenian 811 926 623 1488 0 
Q Turkish 0 0 0 0 1024 
  Template 1031 1112 697 1227 939 
Chart 32: Comparison of Assets from Central and East European Countries 
Despite the growing academic interest in screen translation over the last few years, 
mainly concentrated around the subjects of subtitling and dubbing, other types of screen 
translation are still largely ignored, as evidenced in the 2 "d edition of the 1,300 titles long 
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screen translation bibliography by Yves Gambier (1997), in which less than ten titles 
focus on voice-over. This monumental lack of academic and professional interest can be 
explained since, in the West, hardly anything is voiced-over, as subtitling and dubbing 
reign, whereas in Eastern Europe and elsewhere in the world where voice-over is the 
standard on television, hardly anything has been published on the subject so far 
(Grigaravidiüt8 & Gottlieb: 1999: 45). Therefore, limited information is available for the 
analysis of data from East European countries and this is likely to pose problems in the 
analysis to be undertaken in this section. 
As already shown in Section 1.3.2, Central and Eastern European territories do not 
seem to have a clear language transfer policy. Croatia, Romania, Slovenia and Turkey 
clearly favour subtitling, whereas other countries such as Hungary, Slovakia and 
Bulgaria seem to dub most of their programmes. On the other hand, Poland, Lithuania, 
Latvia, Estonia and some CIS states use voice-over as their main method of language 
transfer in television. 
A first glance at the chart above, tells us that all territories analysed (Bulgaria, Croatia, 
Czech Republic, Hungary, Slovenia and Turkey) generally behave as typically subtitling 
territories, with the exception of Slovenia, the assets of which are inconsistent to such a 
degree that no categorisation is possible. 
5.3.4.3.1 The case of Bulgaria, Czech Republic, Hungary, Poland and Turkey 
The number of Bulgarian, Czech, Hungarian, Polish and Turkish assets provided are not 
sufficient to reveal consistencies or trends in subtitling in these countries, as we only 
have two assets available per territory in most cases (only one in the case of Poland and 
Turkey). However, in the majority of cases, the assets available, surprisingly enough, 
seem to follow the pattern of subtitling rather than dubbing countries. The Bulgarian 
asset for Vampire in Brooklyn has 1081 subtitles, or 2.78% subtitles less than the 
template file (1112), and in Ruthless People 785 subtitles, or 16.4% less than the 
template (939); the Czech asset for Beverly Hills Cop 2 has 859 subtitles, or 16.68% 
subtitles less than the template file (1031), and in Ruthless People 723 subtitles, or 23% 
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less; the Hungarian asset for Beverly Hills Cop 2 has 775 subtitles, or 24.83% subtitles 
less than the template file, and for Ruthless People 1046 subtitles, or 11.39% more 
subtitles than the template file (939); finally, the Polish asset for Ruthless People 
contains 978 subtitles, or 4.15% subtitles more than the template file, whereas the 
Turkish one contains 1024 subtitles, or 9.05% more subtitles than the template file (939). 
It is only the two last cases, the Hungarian and Polish assets (no official data found for 
Turkey) for Ruthless People, that actually conform to our expectations based on the 
audiovisual trends in the territories concerned, as these are the only ones that actually 
contain more subtitles than the template file. As analysed in Chapter 1, these territories 
mainly employ the method of revoicing in the case of TV productions (dubbing in 
Hungary and voice-over in Poland), but opt for subtitling rather than revoicing for the 
cinema (see Table 3). Thus, the contradictory findings of the preliminary analysis of 
these assets (5 with fewer subtitles than the template and three with more) are justified 
by the split between the two main screen translation methods -subtitling and revoicing- 
characteristic of the trends in these markets. However, as the assets available are 
limited, further research would be necessary before any findings might be considered 
representative of the territories analysed. 
5.3.4.3.2 The Case of Croatia and Slovenia 
These two territories were categorised together not only for reasons of geographical 
proximity, as one could easily be led to believe, but also for two other main reasons: 
a) their content in terms of subtitle number presents peculiarities not previously 
encountered in the assets analysed so far, and 
b) after continuous examination of assets from these two territories for a series of 
months, the author was led to believe that they present similarities both in terms of 
subtitle number as well as technique and content, such as the subtitling of more 
than three speakers in the same subtitle. 
In the case of these two territories, more assets were also available and a more in-depth 
examination could be made. 
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Croatia still seems to follow consistently the above pattern, with assets that contain 
fewer subtitles than the ones in the respective ECI template files. In particular, the 
Croatian asset for Beverly Hills Cop 2 contains 924 subtitles or 10.37% subtitles less 
than the template file (1031); in the case of Vampire in Brooklyn, the Croatian asset 
contains 856 subtitles or 23.02% subtitles less than the template file (1112); in the case 
of Indian in the Cupboard, the Croatian asset contains 477 subtitles or 31.56% less than 
the template file (607); finally, in the case of Sabrina '95, the Croatian asset contains 
1055 subtitles or 14.01 % subtitles less than the template file (1227). 
The difference in subtitle number between the template files and the Croatian assets 
available does not seem to be consistent in any way as regards the film's 'wordiness'. 
However, the consistency found is that, in all cases, the Croatian assets contain 
considerably fewer subtitles than the ones in the respective ECI templates. The non- 
conformity of the assets, however, in terms of the 'wordiness' of the films, might be 
explained by examining the source from which the assets originated. For this, the help of 
a Croatian expert, Ms 2eljka Leva6id-Koren, the main Croatian subtitler at ECI with years 
of experience in the market, was employed (June 2002). It was established that the 
source of Beverly Hills Cop 2, Indian in the Cupboard and Vampire in Brooklyn is 
actually the same major subtitling company in Zagreb, whereas the name of the subtitler 
for the files for Vampire in Brooklyn, Sabrina '95 and Indian in the Cupboard is also one 
and the same. The quality of the files themselves was questioned, however, by Ms 
Levaöid-Koren not only with respect to subtitle number, but also their consistency in 
terms of content. All files seem to have been translated fairly recently, most probably 
after 1992. For example, the new word "redatelj" (director) has been used instead of 
"reziser" and "kompjutor" instead of "kompjuter" (computer) in Indian in the Cupboard. 
Examples of outdated Croatian were also found19, but these are seen more as 
inconsistencies in the translation process rather than evidence for the age of the file 
itself. In Sabrina '95, the word "Europa" was used instead of "Evropa" (Europe) and 
"zrakoplovni" was used instead of "avionski" (airplanes), both new words indicating that 
the file was translated around the same time as Indian in the Cupboard, whereas a few 
19 For example, "zaista" instead of "doista" (indeed), "paznja" instead of "pozor" (attention), 
"originalnu" instead of "izvornu" (original), "tim" instead of "ekipa" (team) and "drug" instead of 
"prijatelj" (friend). 
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instances of similar outdated Croatian were also noted20. These observations lead to 
questioning the source files as being representative for the subtitling work performed in 
Croatia, as three of them at least originated from the same translator and seem to 
present inconsistencies both in length and content. Thus, no conclusions may be drawn 
in the case of Croatia other that the apparent conformity to the trends of subtitling 
countries. 
The only other case from the territories analysed above, that seems to be completely 
different and non-consistent, then is Slovenia. 
Croatia and Slovenia, being two territories very close geographically and also in terms of 
shared socio-economic and political characteristics, would be expected to behave in the 
same manner. Such an expectation was also confirmed in the months that the author 
was in a position to examine such files from both territories. This was actually confirmed 
by the analysis of the present work too, as the Slovenian assets, although inconsistent, 
do seem to behave like the Croatian ones. 
An initial similarity was found when we analyse the first three titles (Beverly Hills Cop 2, 
Vampire in Brooklyn and Indian in the Cupboard), as the Slovenian assets do contain 
fewer subtitles than the ones contained in the respective template files, as would be 
expected, and even bear a close resemblance to the Croatian assets available for the 
first two titles. In particular, the Slovenian asset available for Beverly Hills Cop 2 contains 
811 subtitles, which is 21.33% subtitles less than the template file (1031) and 12.22% 
subtitles less than the Croatian asset available for the same title (924). The Slovenian 
asset available for Vampire in Brooklyn contains 926 subtitles, which is 16.72% fewer 
subtitles than the ones contained in the template file (1112), but 7.55% subtitles more 
than the ones contained in the respective Croatian asset (856). However, the Croatian 
asset for Indian in the Cupboard contains considerably fewer subtitles than the 
Slovenian one for the same title. In particular, the Slovenian asset contains 623 subtitles, 
which is 10.61% less than the ones contained in the template file (697), but 23.43% 
20 Some examples are: "kompanija" instaed of "tvrtka" (company), "zaista" instead of "doista" 
(indeed), "Ijubezan" instead of "Ijubazan" (polite) and "ekran" insted of "zaslon" (screen). 
P. GEORGAKOPOULOU 268 
DVD SUBTITLING 
more than the ones contained in the respective Croatian asset (477)! The difference 
grows even more obvious when we examine the Sabrina '95 file. In this case, the 
Slovenian asset contains 1488 subtitles, which is 14.85% more than the ones contained 
in the respective ECI template file (1227) and 29.09% more than the ones contained in 
the Croatian asset available for the same title. 
How then can this be explained? The consistency of the source of the Slovenian asset 
was again the first question posed. As a result, further research was undertaken, this 
time to establish the sources of the Slovenian assets analysed above. The findings were 
scarce this time: no source was established for most of the titles, with the only exception 
of Beverly Hills Cop 2. However, by examining the subtitle style of Vampire in Brooklyn, 
it was found that this was similar to that of Beverly Hills Cop 2, also confirmed by the fact 
that the name of the same subtitler appeared in both titles. This evidence is not as 
strong as that in the case of Croatia above, but one might attribute the difference in 
reduction levels to different company styles being applied to the files. 
Can these seemingly inconsistent findings be explained at all? Although the Croatian 
asset for Indian in the Cupboard is difficult to explain due to the exceedingly low number 
of subtitles it contains in relation to the template file (it also contains the fewer subtitles 
than any other asset examined for the same title), it is mainly the Croatian and Slovenian 
assets for Sabrina '95 that contribute to the varied pattern presented above, especially 
since these assets contain the highest number of subtitles from all other assets from the 
same territory, in the Slovenian case, even higher than the template. An examination as 
to the age of the files in the Croatian case did not help, however, to provide an answer to 
this question, as most files were shown to be of a very similar age and the work of the 
same subtitler. The age of the files can be further pinpointed as most recent since 
Sabrina '95 is a 1995 production (the rest of the titles are 1980s productions). It is a 
widely known fact in linguistic circles that the political changes in Croatia over the past 
decade (Croatia, and Croatian as an official language, was recognised in January 1992) 
have had serious effects on the evolution of the language itself; in a purification attempt 
political correctness standards were applied. The examples provided by Ms 2eljka 
Levaeia-Koren corroborated this argument, as it established the age of most files were 
the same, thus not providing any reasons for the inconsistent findings other than 
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inconsistencies present in the work of the same translator and not leading to any 
conclusive findings either for Croatia or Slovenia other than general stylistic similarities 
between the files of the two territories. Due to the absence of further material for an in- 
depth analysis on the subject, these observations cannot be verified any further. 
5.3.4.3.3 The Case of Ocean's 11 
In order to examine the case of Central and East European territories in greater depth, 
further research was considered necessary and the ECI database was yet again 
investigated in a search for more material that might serve as evidence for and against 
the above findings. This evidence was found in the form of Ocean's 11, a 2001 Warner 
Bros. action film, Soderbergh's remake of the 1960's rat-pack caper. The cast is star- 
packed (George Clooney, Brad Pitt, Elliot Gould, Andy Garcia, Matt Damon, Carl Reiner, 
Casey Affleck, Scott Caan, Bernie Mac, Shaobo Quin and Julia Roberts) and an 
excellent Soderbergh job in recapping most situations in the caper genre, while also 
adding a touch of romance to the film: George Clooney, as Danny Ocean, has just been 
released from prison and is already orchestrating his next plan, the most sophisticated 
and elaborate casino heist in history. His 11-man crew will attempt in one night to steal 
over $150 million from three Las Vegas casinos owned by Terry Benedict (Andy Garcia), 
the ruthless entrepreneur who is now dating Danny's ex girlfriend (Julia Roberts). It is a 
highly entertaining, fast-paced action film, with a complicated plot line and very careful 
montage. 
This title was considered ideal for the analysis of Central and East European subtitling 
trends due to the number of assets available and the origins of these assets: Bulgaria, 
Croatia, Czech Republic, Hungary, Poland, Romania and Turkey. All the files available 
for this title originate from the territories mentioned in the analysis above, and one more: 
Romania, also expected to behave in the same way as the remaining Central European 
territories (Czech Republic, Hungary and Poland). The only problem with this title is that 
no template file was ever created by ECI for the purpose of multi-lingual DVD subtitling, 
as the client's requirements in this case were quite different. Thus, there is no common 
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denominator against which these assets could be compared and the comparison can 
only be comparative of the assets among themselves. 
Ocean's 11 
Number of 
subtitles 
E Bulgarian 1027 
  Croatian 1088 
Q Czech 947 
0 Hungarian 1098 
  Polish 1047 
O Romanian 1145 
O Turkish 1279 
Chart 33: Ocean's 11 
The range of the number of subtitles contained in each asset is as follows: the Turkish 
file contains the largest number of subtitles, namely 1279, the Romanian one comes 
second with 1145 subtitles, then follows the Hungarian file with 1098 subtitles, the 
Croatian with 1088, the Polish with 1047, the Bulgarian with 1027 and, finally, the Czech 
with 947 subtitles in total. If we try to adapt the table by Josephine Dries analysed in 
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Chapter 1 to the territories included in the analysis above, more trends than were 
previously observable start to emerge. 
Table 26: Screen Translation Methods Used 
in Bulgaria, Croatia, Czech Republic, Hungary, Poland, 
Slovenia, Romania and Turkey 
Television Cinema 
Dubbing Czech Republic 45% Czech Republic 64% 
Hungary 80% 
Bulgaria 70% 
Subtitling Romania 90% Poland 100% 
[Slovenia] [62%] Turkey ?? 
Croatia ?% Romania 100% 
[Slovenia] [100%] 
Croatia ?? 
Hun ar 60% 
Voice-over Poland 100% 
Adopted from Dries 1994/95: 36 
In particular, the territories with strong revoicing traditions in television, namely Bulgaria, 
Czech Republic, Hungary and Poland are also the ones that exhibit a more limited 
number of subtitles in the film analysed here, together with Croatia, a predominantly 
subtitling country, though with a subtitling tradition in television less strong than 
Romania. Romania, however, the East-European territory with the strongest tradition in 
subtitling both in the cinema and in television, together with Turkey, a territory likely to 
follow the pattern of Poland according to the limited data presented in the previous 
sections, are the territories with the highest number of subtitles for Ocean's 11. 
Table 27: Ranges in Subtitle Number among Files 
from Countries with Subtitling, Dubbing and Voice-Over Traditions 
Country groups Lowest subtitle Highest subtitle 
number in group number in group 
Subtitling countries 544 - Greek Indian in 1064 - Dutch Sabrina 
(except Portugal) the Cupboard '95 
Dubbing countries 961 - French Blue 1394 - French Vampire 
Hawaii in Brooklyn 
Central & East Europe 723 - Czech Ruthless 1046 - Hungarian 
(voice-over tradition) People Ruthless People 
(except Croatia, (947 - Czech Ocean's (1145 - Bulgarian 
Slovenia & Turkey) 11) Ocean's 11) 
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These findings do not seem to follow the pattern established earlier for subtitling and 
dubbing countries, i. e. that countries influenced from a revoicing tradition are likely to 
exhibit higher subtitle ratios in their files than subtitling countries per se. However, the 
total subtitle numbers in all subtitle files, with the exception of the Turkish file, the only 
territory for which not much information is available, are very close indeed, as they range 
within a 200 subtitle gap (from 947 subtitles in the Czech file to 1145 subtitles in the 
Bulgarian one, with the Turkish one at 1279 subtitles). If we compare the ranges noted in 
mainstream cases in the groups of countries representing subtitling, dubbing and voice- 
over traditions, by excluding extreme cases that have been examined separately (Table 
27), the following conclusions may be drawn. 
By examining the subtitle number of files of the main 5 titles analysed before (first five 
films in Table 28) it becomes obvious that the ranges are very wide: over 500 subtitles in 
the case of subtitling countries, over 400 in the case of dubbing countries and over 300 
in the case of countries following a voice-over tradition. This can be explained if we take 
into consideration the fact that the titles selected were selected as representative of 
different film genres, thus expecting to present wide differences in subtitle number. The 
fact that the subtitling countries present a wider range in terms of subtitle number in their 
files could be based on the wider selection of subtitle files from these countries (27 in 
total, or 24 not counting the Portuguese assets), as opposed to the files from countries 
that follow a voice-over tradition (23 in total, or 12 not counting the Croatian, Slovenian 
and Turkish assets), or from dubbing countries (8 in total), although the reduction in 
number is not proportional. The range presented in Ocean's 11, being just under 200 
subtitles, is not surprising as compared to the findings of the analysis of all subtitles files. 
Also, it seems to corroborate the initial argument that subtitle styles are influenced by the 
subtitling, dubbing or voice-over traditions of countries and that a categorisation of 
countries in such groups is possible. 
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The above table has been designed for ease of reference and provides a summary of all 
the film titles analysed in this chapter together with their assets and the template files 
found in the ECI database. A percentage is also provided for each asset; this represents 
the difference in subtitle number (rounded to the nearest second decimal point) of each 
asset to the template file. In the case of Blue Hawaii and Roustabout, where two 
templates are available, the comparison is made against the template without lyrics, as 
the subtitle assets provided for this research did not contain any subtitles for lyrics. 
Finally, no percentages are provided in the case of Ocean's 11, as there is no template 
file available with which to compare the assets. The only titles not included above are 
the ones that refer specifically to Greek and have already been analysed in Chapter 4. 
The total percentages of all titles analysed in this chapter are shown in this summary 
table provided here. 
Table 29: Total Percentages of Reduction Differences 
in Subtitle Assets vs. Templates 
per Territory 
Spain +56.42% 
Portugal +32.32% 
Turkey +9.05% 
Germany (+6.92%) 
Italy (+6.49%) 
France +6.47% 
Poland +4.15% 
Czech Republic -2.7% 
Hungary -6.72% 
Slovenia -6.84% 
Netherlands -14.61% 
Bulgaria -19.18% 
Croatia -19.49% 
Greece -22.07% 
Finland -22.09% 
Denmark -25.09% 
Norway -26.44% 
Sweden -28.09% 
From the figures above we may conclude that the Spanish and Portuguese territories 
seem to use a much larger number of subtitles in comparison to template files (+56.42% 
and +32.32% respectively). These figures may not seem to agree at first glance with 
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what was initially expected, but it is the assets for Terminator 2 that make the difference 
here. Still, even examining all other percentages for the Spanish and Portuguese 
territories, they still rank the highest (+20.66% and +12.79% respectively, not counting 
the assets for Terminator 2). 
Surprisingly enough, it is the Turkish asset that ranks next (+9.05%), however this result 
cannot be considered to be exact, as only one asset was available for this analysis and, 
as in the Spanish and Portuguese case of T2 above, it might not be a particularly 
representative one, resulting in misleading conclusions. 
The German (+6.92%), Italian (+6.49%) and French (+6.47%) assets come next, all with 
interestingly similar results, although the German and Italian cases cannot be 
considered 'genuine', as the assets were not created in territory, but in a London-based 
company. Furthermore, if we disregard the results established for Turkey and Portugal, 
as there are not enough assets available for the former, whereas the distinguishing 
features of the latter have already been examined in detail in section 3.4.1.1, even more 
interesting conclusions may be drawn. These three territories, together with Spain, which 
ranks higher, represent the main four dubbing territories in Europe. This has already 
been established in Chapter 1. However, further evidence is provided by the fact that a 
most common feature of the DVDs subtitled by ECI, as well as of the DVDs generally 
available in the market, is the inclusion of French, German, Italian and Spanish dubs in 
North Europe releases. 
Poland (+4.15%), Czech Republic (-2.7%), Hungary (-6.72%) and Slovenia (-6.84%) 
follow, all established as territories that produce subtitle files with an average number 
that is very approximate to that of ECI-produced template files. The case of Slovenia 
might be questioned, due to the particular characteristics of the Sabrina '95 asset 
included in this figure, without which it would have dropped down to -16.22%, making the 
case of Slovenia more similar to that of the territories analysed below. 
Surprisingly enough, the Netherlands now follow (-14.61%), a territory that might be 
expected to rank together with the Scandinavian territories. Bulgaria (-19.18%) and 
Croatia (-19.49%) follow immediately after it. The rest of the subtitling territories of 
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Europe rank last: Greece (-22.07%), Finland (-22.09%), Denmark (-25.09%), Norway (- 
26.44%) and, finally, Sweden (-28.09%), all containing a considerably lower number of 
subtitles than the template files. 
It is obvious that the initial hypothesis made in this chapter as regards subtitling 
territories has been corroborated to the full, as they all consistently contain a 
substantially lower number of subtitles than the English template files produced by ECI 
for translation in all languages. However, corroboration of the initial hypothesis is not the 
only result of this analysis. What has also become obvious is that a consistency seems 
to exist even amongst dubbing territories and territories with traditions in voice-over. In 
particular, the higher the percentage of revoicing in a country (with purely dubbing 
territories, such as France, German, Italy and Spain ranking the highest), the higher the 
amount of subtitle content originating from such a country. 
It follows from the above that a trend does exist in subtitle files as regards the national 
screen translation trends of the country of origin of each file. Whether its nature and 
reason for being is the subtitling or dubbing culture in each territory cannot be fully 
established, as the assets available in this research project are limited in number for 
findings of validity to be established, but national trends as regards the screen 
translation method established in each country appear to be the most plausible reason. 
Audience conformity to an established way of 'translating' film, and revoicing, the most 
common branch of which is dubbing, is undoubtedly the screen translation method that 
involves the translation of the largest part of the voicetrack in any given film, as the 
translation of the dialogue is done orally rather than in written form with its subsequent 
space restrictions. 
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5.4 CONCLUSION 
In Chapter 4 it was established that a trend does seem to prevail in subtitling from the 
point of view of the reduction levels employed by the subtitlers which seem to be 
interrelated to film genre, with horror titles and action films having the lowest numbers of 
subtitles and love stories the highest. 
We have also established in this chapter that nation-wide subtitling trends or 'schools' 
exist in Europe. In particular, we have established that the division of countries into 
subtitling and dubbing ones, presented and discussed in Chapter 1, does not end there. 
The conclusions of this research project safely lead us to believe that the subtitling or 
revoicing tradition of a country has such an effect on the subtitling style that prevails that 
subtitling and dubbing territories, along with territories with a greater tradition in voice- 
over, present considerable similarities, subtitling styles appearing to follow the same 
division. 
What would be interesting to establish further is the reasons behind these observations. 
An initial attempt to explain and justify the various reasons behind these trends has 
already been made in this chapter, however further research would be necessary, as 
neither the data nor the linguistic expertise was available. Further analysis would require 
the participation of language experts in each of the target languages analysed, in order 
for comparisons to be made and conclusions to be drawn, as in the case of the Croatian 
assets in Section 5.3.4.3.2. An analysis of each subtitle in terms of content would also 
have to be made, similar to the analysis presented for the Greek subtitle assets in 
Chapter 4, after which more specific conclusions as to the subtitling styles of each 
territory could be drawn. The facts that would need to be considered in such an analysis 
are: 
a) source of asset; 
b) age of asset; 
c) percentage of reductions; 
d) percentage of expansions; 
e) percentage of language 'transfer'. 
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ESIST, the European Association for Studies in Screen Translation, is a non-profit 
association of higher education teachers and practitioners in the field of screen 
translation set up to facilitate an exchange of information and to promote professional 
standards in the training and practice of screen translation. It was set up in Cardiff in 
March 1995 by a group of university teachers of translation and languages with an 
interest in screen translation. It also recently finished collecting data for its International 
Comparative Subtitling Project on subtitling practice throughout the world in the year 
2000 (http: //www. esist. org/currentprojects. html). 
Subtitling companies and broadcasters from all over the world were invited to participate 
in the project. Each institution submitted its own subtitled version of three short 
segments. A total of 48 different institutions in Europe and the rest of the world took part 
in the project. Subtitling files and tapes were returned in 18 languages from 25 different 
countries. The broadcasters and companies also completed a short questionnaire, the 
results of which will provide further insight into various subtitling approaches. The 
subtitled language versions that were the result of this project are available in Basque, 
Croatian, Danish, Dutch, English, Finnish, French, German, Greek, Hebrew, Hindi, 
Icelandic, Italian, Portuguese, Slovenian, Spanish, Swedish and Welsh. 
Such material, and the systematic way it was collected, could easily provide a more than 
satisfactory corpus for further analysis to throw light on the different subtitling 
conventions and standards for different media (film, television, subtitles for the hard of 
hearing) in different language communities, as well as provide important educational 
resource material. 
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Six. Conclusion & Suggestions 
for Further Research 
"Film and television now form the cultural 
medium in which twentieth-century men - from 
the illiterate to the affluent - are immersed" 
(Garrett 1971: 9). 
The technological evolution that we have been witnessing in the last part of the twentieth 
century has made one thing certain: film, in all its forms (theatre, DVD, video, television, 
even video games and the internet, in chronological order), is the primary cultural 
medium of the twenty-first century man to an even larger extent than ever before. 
In this thesis I have discussed the evolution of subtitling from the very start, established 
its position within the translation spectrum and analysed its different forms and 
processes. Chapters 1 and 2 deal with all the above, as well as the presentation of the 
geographical distribution of screen translation methods, resulting in three major 
categories (subtitling and dubbing countries, as well as countries that mainly use voice- 
over) and, in addition, the reasons underlying these divisions. The intricacies of screen 
translation, and subtitling in particular, are also introduced, mainly through a discussion 
of the advantages and disadvantages of subtitling, as well as the issues raised by the 
introduction of the simultaneous use of three channels of communication (picture, sound 
and voice track, and subtitles). 
An analysis of subtitling theory and its roots in translation theory has been the focus of 
Chapter 3 of this thesis. Problems specific to subtitling are analysed and proposed 
models as to how to tackle them have been presented. This discussion in turn, leads to 
the proposal of a subtitling model for the analysis of subtitle ratios and speech reduction 
percentages in subtitling, on which this research project focuses. The proposed model is 
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a slimmed-down version of Lomheim's model of translation strategies in subtitling, 
focusing on the horizontal axis of analysis, which refers to reduction/transfer/expansion 
percentages in subtitling. 
In Chapter 4, this model is put to the test. This involves the analysis of 12 films, data 
gathered after laborious research using a variety of channels, in order to make sure that 
the number of film scripts and subtitle files of English films translated into Greek, the raw 
material of this research, was sufficient and representative of a variety of genres. The 
model used for the analysis focuses on examining data from the point of view of 
reduction percentages found in the subtitle/speech rate ratio as well as after an analysis 
of the film material itself. A comparison has also been made on the basis of film genre, 
although no conclusive findings have been produced; on the contrary, the findings 
indicate that a generalisation may not be possible, as most films would probably fall in 
the category of hybrids, making a classification difficult. 
Chapter 5 continues to examine subtitle rates using different research methods. This 
time a DVD template file serves as the common denominator in order to compare 
subtitle files on a cross-European level and draw conclusions from the point of view of 
the subtitling/dubbing background of each country. This chapter provides a description of 
the evolution of subtitling triggered by the appearance of DVD on the market. It is the 
belief of this author that this event is a landmark in the history of subtitling, both with 
respect to theory and practice, as it has revolutionised the entire subtitling process. The 
notion of a template file, which is said to be a 'compromise' of subtitling styles across 
many countries, is explained and the 'rules' operative in its creation are analysed. 
The raw data gathered in this case are template files and subtitle files for the same films 
in as many European languages as possible. Thus, a comparison can be made between 
them and proper conclusions may be drawn. The raw material used in this chapter was 
gathered after researching the archives of the European Captioning Institute. The 
subtitle files themselves were provided by ECI's major clients and originated in territories 
across Europe, making it possible for pan-European conclusions to be drawn. After an 
analysis of 6 films with the additional support of another 3 and a total of 74 subtitle files, 
the results indicate that the initial hypothesis made, i. e. that the subtitling, dubbing or 
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other background of a country with respect to screen translation would influence its 
subtitle style in terms of reduction percentages seems to be correct. 
However, the number of films analysed cannot possibly allow us to draw conclusions 
with absolute statistical accuracy. For such results a much larger pool of data would be 
required, created in the same chronological periods if possible, in order for subtitling 
software of the same age to have been available in all cases, as this would affect the 
possibilities of the textual aspect of subtitles. To produce even more reliable results, a 
linguistic analysis similar to the one made in Chapter 4 would be required for every 
single subtitle file, as the actual reduction percentages are only roughly comparable to 
the subtitle/speech ratios of films, as the findings of Chapter 4 indicate. 
Research of this nature would require subtitle experts for each language to be analysed, 
as well as a pool of data made available only through large subtitling organisations, such 
as ESIST. Such material has already been gathered by ESIST (2000) as part of its 
International Comparative Subtitling Project. This material, if analysed, would allow us to 
shed more light on the subtitling strategies and styles used across Europe, make 
comparisons and present subtitling standards that could be used both in the case of 
DVD subtitling (templates), as well as in order to set the basis for standardisation of 
subtitling practices across Europe. There have already been various propositions on 
subtitling standards (cf "Stockholm '87... " 1987, Dries 1995, Karamitroglou 1998a). This 
author's personal experience, however, as well as the interviews and discussions held 
with other members of the subtitle profession, such as the ones listed in Appendices 2- 
6, have led me to believe that some of these rules are hardly used or adhered to, as 
some of them lack on the practical side or are too general to take into consideration 
other aspects of the subtitling profession. A striking example is the minimum and 
maximum subtitle durations, which vary widely across Europe and across the world at 
the level of subtitling company and depending on the target audience. This is most likely 
because no sufficient pan-European data were used in their compilation. An analysis of 
the material gathered by ESIST would offer such an analysis; theory and practice 
combined could, thus, once more give new life to the subtitling practice. 
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The possibilities are numerous. The advantages of a pan-European standard of 
subtitling practices would facilitate the interchange of files and provide a boost in the 
number of programmes that are being subtitled (on the basis of national requirement or 
not). The flow of and demand for information will increase and so will subtitling demands, 
in view of the authenticity of the product that they will be able to provide in a multi- 
cultural 21 s' century society. The technology is there and we have seen tremendous 
progress during latter part of the 20th century; technology will definitely play a major part 
in the 21st century too, by providing tailor-made solutions to practical problems. As long 
as subtitling styles are well-defined and subtitling practice becomes standardised and its 
rules are described and observed at a pan-European or even global level, there is a lot 
that can be achieved following current working practices or through the creation of new 
ones. 
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Seven. Glossary 
As the use of subtitling jargon was unavoidable in this thesis, it is considered necessary 
for a glossary of the terms to be provided. This way, non-expert readers can be 
equipped with the background required to fully understand the authoring, subtitling and 
other industry processes and trends described in this thesis. This glossary has been 
compiled to be as exhaustive as possible, in order for the present thesis to be easily 
read by subtitlers, broadcasters, technicians, university lecturers, students and the 
viewing public alike. 
4: 3 - The aspect ratio of a standard TV screen. 
16: 9 - The aspect ratio of a widescreen TV. 
1.85: 1 - 2.35.1 - Aspect ratios used in the film industry. 
anamorphic -A widescreen (16: 9) image horizontally squeezed to fit into a 4: 3 frame. 
aspect ratio - The ratio between the height of the projected image to its width, i. e. 4: 3 
means 4 units wide by 3 units high. 
asset - An existing subtitle file provided by a client to its subtitling vendor for its 
reformat 
authoring - The development process of DVD-Video disc, involving editing and 
encoding of video footage, design of navigation screens and menus, testing and 
premastering. 
BITC - Bumt-In Time Code 
bit - The smallest unit of information in a digital file. 
bitrate - The number of bits delivered per second. The maximum bitrate for DVD is 
10.08 Mbits (million bits) per second, from all sources. 
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blanking lines - Lines outside the visible image on a television screen; used to transmit 
concealed signals such as teletext or a VITC timecode. 
blocking - "Breaking up the flow of words into separable subtitles and -when 
applicable- into two lines within a subtitle" (Van der Weel 1990: 25) (also see 
Section 2.2.1.2). 
caption - (a) Text that has been inserted in the original picture by the maker of the film 
or programme. (b) In the USA, the term is often used to denote subtitles for the 
deaf and the hard of hearing. 
chapter point - The junction between two separate segments of video on a DVD. 
closed subtitles - Subtitles of the teletext type that can be viewed by means of a 
decoder in the television set. DVD subtitles are also closed subtitles. The 
opposite is open subtitles. 
cut -A transition between two separate shots joined together so that the first shot is 
instantly replaced by the second (Garrett et al. 1971: 501). 
decoder - An apparatus attached to a television set that permits viewing of encoded 
satellite or cable programmes or closed subtitles. 
DLT - The Digital Linear Tape, created by the process of telecine. 
digital technology -A technique for signal transmission and recording where each 
value of a video and audio signal is transformed into binary information with only 
two levels, 1 and 0. This permits transmission, recording, copying and storage 
without any loss of quality. 
dubbing - The screen translation technique in which all, or at least the majority of 
source language utterances on the original sound track, are replaced with 
speech and dialogue in the target language. Particular attention is paid to lip 
synchronisation In order to create the illusion for the viewer that the words 
emanating from the loudspeaker 'belong' to the respective on-screen characters" 
(Kilbom 1993: 642-643). 
DVD - The Digital Versatile Disc or Digital Videodisk, released in 1996. 
encoding - The use of hardware or software to convert a video or audio signal of file 
into specific format, often using compression algorithms to reduce the overall 
amount of data. 
EnSDH - English Subtitles for the Deaf and Hard-of-hearing. SDH subtitles are also 
known as HOH (Hard-Of-Hearing) subtitles. 
forced subtitles - They are subtitles of the burnt-in captions that appear in a film used 
in the case of film dubs. Thus, despite the fact that a film is dubbed in another 
language, its burnt-in captions are still subtitled and appear as written text in the 
dubbed version of the film. In the case of DVDs in particular, where the viewers 
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are given the option to select the audio in their language and the selection of the 
subtitles would be set to 'none' or 'off. forced subtitles would still appear, 
justifying the very name given to them. 
frame -A single photograph in the series printed on a length of cinematographic film; in 
photographing a scene or shot the frame of the shot, seen through the eyepiece 
of the camera, or the viewer, determines the staging areas (background and 
foreground, left and right) and the composition of the shot or scene; the average 
feature film is made up of 129,000 separate frames or 8,100 feet of film; in 
particular, sound films have 24 frames per second and the world's television and 
video uses either 25 fps (PAL) or 30 fps (NTSC). 
frame grab - see screen grab 
free commentary - form of revoicing (also see Section 1.2). 
full frame (FF) - Picture touching both sides, top and bottom of the TV screen. 
glass master - The process by which a film is transferred to DVD and compressed via 
MPEG (also see Section 5.1.1). 
latency - The time that elapses between the appearance of a subtitle and the eye 
registering it 
letterbox (LB) - Picture touching both sides of the TV screen, but with a black border 
top and bottom. 
live subtitling - see real-time subtitling 
LTC - Longitudinal Time Code 
MPEG - Moving Pictures Engineering Group. This is a way of storing redundant, 
unchanging information with simple commands. 
narration - form of revoicing (also see Section 1.2). 
NTSC - National Television Standards Committee. The organisation which developed 
the analogue TV transmission standards for use in the USA (plus Japan, Korea 
and Canada). Uses 525 lines at 30 frames per second. 
open subtitles - Subtitles which are an integral part of the film or programme and 
cannot be removed according to the wishes of the viewer. An example of open 
subtitles can be found in interlingual subtitles on videotapes. 
origination - The creation of a subtitle file from scratch. 
PAL - Phase Alternate Line. The analogue TV transmission standard used in Europe 
and many other regions. Uses 625 lines at 25 frames per second. 
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pillarbox - Picture touching top and bottom of the TV screen, but with a black border on 
each side. 
preparable subtitling - see real-time subtitling 
real-time subtitling - This is also known as simultaneous subtitling. The process refers 
to the "insertion of subtitles into a television transmission the contents of which 
have not been scrutinized by a subtitler beforehand" (Marmelstein 1985: 35). The 
term is used as opposed to subtitling prepared in advance, or preparable 
subtitling. Real-time subtitling is also referred to as live subtitling, but we will 
refrain from using this term, to avoid confusion with subtitles that are prepared 
beforehand, but are fed manually during transmission (also see Section 
2.2.1.5.2.6). 
reformat - Conforming an already existing subtitle file to a different master for another 
(usually the DVD or video) release of the same film. 
revoicing - The screen translation method in which the original voicetrack of the film is 
replaced by another. Revoicing is a broad term that encompasses dubbing, 
voice-over, narration and commentary. 
safe area - The term refers to the portion of the TV picture that will definitely be 
displayed on screen. This is a legacy from the days when picture tubes had 
rounded comers and the image position on screen was uncertain. Modem flat 
16: 9 displays can, in theory, be set up with the minimum of picture loss at the 
edge. Despite this advance there are still many older TV sets that are set to cut 
off the picture and this must be taken into account when planning subtitle 
position. 'Picture-safe area' is defined to be 80% of the screen area. Thus, the 
notion of 'title-safe area' was introduced (as opposed to 'picture-safe area') to 
indicate the area within which subtitles need to be placed (Machine Room 2001: 
3). 
scene -A series of shots taken at the same setting or location from any number of 
camera angles and positions. 
screen grab -A single frame from the encoded video. Also known as frame grab. 
shot -A single continuous unit of film taken at one set and from one camera setup. 
simultaneous subtitling - see real-time subtitling 
spotting - This is an important step in the subtitling process before the actual 
translation is carried out. Based on the timecode, the times at which the subtitles 
are to appear and disappear are noted down, so that the spoken text is 
condensed within the time provided in the film, i. e. the time `spotted', and is 
translated into a subtitle having the above duration and containing the 
corresponding amount characters (also see Section 2.2.1.2). 
SL - Source Language 
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ST - Source Text 
subtitles - "Condensed written translations of original dialogue which appear as lines of 
text, usually positioned towards the foot to the screen. Subtitles appear and 
disappear to coincide in time with the corresponding portion of the original 
dialogue and are almost always added to the screen image at a later date as a 
post-production activity" (Luyken at at. 1991: 31). 
surtitling - Also referred to as supratitling. Written translations of theatre performances 
projected on "a screen suspended above the proscenium anchor or at the back 
of the stage" (Hay 1996: 67) (also see Section 2.2.1.5.5). 
telecine - Photographing every single frame of source material (i. e. film) and storing it 
as digital data. 
teletext -A system by means of which written information is superimposed on a 
television signal and broadcast. The signals, concealed in the blanking lines, 
activate a character generator in the television set, which creates the characters 
and mixes them into the television picture when a specified teletext page is 
selected. 
territory - Term used in the film industry to refer to the distributor company's office in 
the TL country that creates files for theatrical releases of films and often provides 
subtitle files to subtitling vendors or approves of the subtitle files they create for 
the DVD release of a film in the TL. The term is also used to refer to the country 
in which the film is being released. 
theatrical subtitling - cinema subtitling 
timecode - The timecode format includes four numbers (e. g. 10: 49: 53: 17), which refer 
to hours, minutes, seconds and frames respectively. In the case of film reels a 
timecode is not used, but the reel is measured in frames per foot of film; a frame 
counter is thus used instead. BITC, VITC and LTC are all types of timecode. 
timing - Proper timing is matching up the subtitles to the rhythm of the dialogue, thus 
making it possible for the audience to become so absorbed, that "it creates the 
illusion of comprehending the language itself" (Di Chiera 1985: 31-32) (also see 
Section 2.2.1.2). 
TL - Target Language 
TT - Target Text 
VAM - Value Added Material. This is any additional material that is put on a DVD apart 
from the feature film, such as commentary tracks, featurettes, extra footage, etc 
VITC - Vertical Interval Time Code: a time code usually found on lines 19 and 21 of the 
blanking lines. 
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voice-over - form of revoicing (also see Section 1.2). 
widescreen -Aspect ratios used in film (1.85: 1,2.35: 1) or TV (1.77: 1 or 16: 9) where the 
screen width is significantly greater than the height. 
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